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SHANMUKHA 


IN FOCUS 


==B. 

"He could achieve with a single song what I could not. through several speeches " hailed the 

SanlZVMS Z 0 '^ Nati ° n ’ af,er " Stenin9 t0 Pand " ™«math Thakudsmufcihe 
Sangeeth Marthand . whose birth centenary falls this June, strode the music scene with rar 

acumen and appeal in the midst of giants. SHANMUKHA commences with a commemorative 

dalnTn' 50 ^ ° b T anCe 10 ' he 9 reat 'Vallalar‘ Ramalinga Swam, gal. • a prophet of the 
dawn of Renascent India . He kindled the flame of ", Arut Perum Jothi". for the salvation of 

re£?nuTd HlS , ^ ^ 0utp0ur of pure Pagination, is a " shining monument of his 

Operas of Saint Tyagaraja. his Samudaya Kritis. his Utsava Sampradaya and Divva Nama 
Keedanas were featured in speical sessions of 12-hour Akhandam and Aradhana concerts 
during the Saints Aradhana celebrations in the metropolis this year. SHANMUKHA select s to 
feature two of his monumental creations - ■Rrahlada Bhakti Vijaya^and tlmnga 
Pancharatnam" written in Tamil. oriranga 

What was the music scene thirty years ago? Was it glowing in ad brillance? Were the contem- 
porary connoisseurs and grandmasters afficted with 'old is gold' syndrome or responded with 

thTthTTl °° k t0 ^ ' rendS?A S '° Ck ' ^ 01 lhe jessed "hen reveals 
that the situation was no better than what it is now. The stalwads of today had to face music 

and 'w eSSOn L ' 6aC o ^ " S ° Wn UPS aPd d ° WnS ' tradltlon and trends, its grandmasters 
gimmickers But the process of ad evolution pauses for none. SHANMUKHA takes a 
peep into the music of sixties. !akes a 


Beautiful Diamonds Ltd. 

(Government Recognised Star trading house) 

Making Diamonds Beautiful Fovever 
Rcgd. Office 

101-102-103, Mittal Court 
’A' Wing, 10th Floor 
Nariman Point 
Mumbai 400 021 
Ph.: 204 22 14/21/24 


Branch Office ; 

Diamond House 
9, Valcha Gandhi Road 
Gamdevi 
' Bombay 400 007 

Ph.: 363 44 89, 363 17 30, 363 0947, 363 40 18 


ouo ' 1 rasad Chambers 
Opera House 
Bombay 400 004 
Ph - 364 71 51/52/53 
Cable Burmaruby 
Telex.: K.M. MEHTA 011-75990 
Fax - 91-22-3631281 



Sangeeth 

Jog/ Mat Ja Mat Ja - the strains of 
Bhairavi twang your heartstrings. The 
poignance moves you. Tears trickle down your 
eyes. Tear droplets glisten in his eyes too. He 
is in a world of his own, in the world of Nada, 
traversing the contours of Bhairavi, delving into 
its poignant depths. He takes you along with 
him in the Rasanubhava. It is an experience 
you cherish long. 

That was Pandit Omkarnath Thakur who 
strode, the music scene as the Sangeeth 
Marthand for over half a century. His birth 
cemenary falls this June. 


The Mahatma's Praise 

He can achieve through a single song of his 
what I cannot, through several speeches,’ said 
the Mahatma, the Father of the Nation after 
listening to his music. Such was the impact of 
this great Nadopasaka’s music on Gandhiji 
Not only on Gandhiji but also on all who 
thronged to listen to him. 

Going Down Melody Lane half a century 
later, G. N. Joshi writes about a Mehfil where 
he heard Panditji. 


"His majestic hearing, ncok-lenglli h *i r long ankle-length 
silk coal which looked like a royal robe, and his dazzling 
smile ol greeting captivated us all. There was an 
impressive aura about hint. When lie started to sine, the 
sound of his divine voice thrilled my very soul It Tell as 
it he had some magical |x>wer. His complete mastery 
over the Swaras was unique. Alter the Mehfil. I returned 
home dazed, for while singing the hist piece, logi Mat Jo 
Mat Ja in Kaga Bhairavi I’andilji had raised his voice 
imploringly with the words Jyot me jyot mi la ja, mila ja 
till he reached the crescendo with the Bhav. Teats had 
trickled down his checks, and so effectively had he 
moved the audience that most eyes were moist/ 


RigFitly was he called the Sangeeth 

Marthand as he was known to tower over his 
contemporary luminaries in personality, as a 
man, as a musician, as a teacher and as a 
trail-blazing missionary. 


Marthand 


One of the great masters of Indian music, a 
born genius, who lived during the era of 
freedom struggle and participated in it as a true 
patriot, Pt Omkarnath proved to the world what 
a vital source of strength could music turn out 
to be in times of crises and struggle and how 
best a true musician could, with strength of 
body and mind, with a voice resilient and 
powerful and with dyanamism and thrust, guide 
the people to tne call of duty Following in the 
footsteps of his Guru, Pt Vishnu Digambar 
Paluskar, Omkarnathji spearheaded to inspire 
patriotism among the common man. His 
contribution to the cultural renaissance 
through his art, sneech, publication, in a 
nutshell, through his life - cannot be 
enumerated in mere words 

Maybe it was the childhood sufferings, 
poverty and privation, the trials and tribulations 
that shaped the man he rose to be and 
solidified the 'will' to acheive things in life. And 
acheive he did, in style, through music. 

Phenomenal Rise 

His very name opened with Pranva Mantra, 
Om', that contained the entire Tatva of Nada. 
For a family that had not much of 'Ruchi' in 
music, Omkarnath's rise to enviable eminence 
was phenomenal. His grandfather 
Mahashankar Thakur and father Gauri Shankar 
Thakur were warriors in the services of Peshwa 
Nana Saheb and Maharani Jamnabai But , 
crucial turn in his life made his father renounce 
the worldly life, take to meditation on Pranava 
Sadhana and then on seek Sanyasa. Hence 
the christening of his fourth son 'Omkarnath' 
His mother, Jhaverba, a woman of amazing 
vitality and resilience, dignity and immense 
strength both mental and physical, bore the 
brunt of rearing her five children independently 
and attending to her Sanyasi husband, doing 
odd jobs as domestic help. 

The mother's conviction and character left a 
lasting impress on the boy and considerably 
helped him mould his character and life. A 
strong, healthy body and mind and disciplined 
hard work, he soon realised, were essential to 
survive and achieve. He took to regular 
physical exercises, even learnt wrestling to 
keep his body fit, did some work as a cook, as 
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a mill-hand to help his mother run the house. 
And his father's spiritual bent lent him enough 
courage and concentration, taking him from 
Pranava Sadhana to Sangeeth Sadhana ie., 
Nadopasfina. 

Omkarnath believed that his power of music 
was a parental blessing, the outcome of his 
father's writing of the Mantra with a betal roll on 
his tongue one fine morning before shedding 
his mortal coils. Ever since, the sweet-voiced 
son took up his Sadhana with great reverence 
and discipline. 

Stint at Gandharva Mahavidyalaya 


cultivated for himself ensured a steady and 
spectacular rise. 

Omkarnathji belonged to Gwalior Gharana, 
no doubt But he was no fanatic. He respected 
the other Gharanas, drew inspiration from their 
norms and forms and enriched his own. He 
took the good elements from even Western 
music, says G. N. Desai, who further observes: 

"His (Omkarnathji's) rational and logical mind 
combined with intelligent and unbiased analysis of 
other styles and Gharanas of music, made it 
possible for him to view the Indian Classical music 
from an integral view point. He tried to study all 
classics on classical music." 


It was God - send opportunity that 
Omkarnath got admission in Pt. Vishnu 
Digambar Paluskar's Gandharva 

Mahavidyalaya at Bombay, thanks to a 
philanthropist from his birth place Baroach. A 
six year training under the great master gave 
Omkarnath all the content and courage to 
launch on his own when his Guru blessed him 
with the Principalship of the Gandharva 
Mahavidyalaya at Lahore. At the threshold of 
twenty Panditji was the head of an institution, 
perhaps the youngest to lead any institution. 


Passion for music mingled with 

responsibility of teaching gave the young 
master the necessary grit and devotion to 
pursue on his chosen path. He devoted all his 
waking hours to Sadhana and teaching not 
leaving his childhood practice of reciting the 
Ramcharit manas or physical exercises and 
yoga. 


Great Intuition and Indepth Vision 

Omkarnathji cultivated his voice suited to 
his genre, in depth and range. He had great 
intuition and indepth vision about music and 
also audience reciprocity and reaction. After 
the great missionary Pt. V. D. Paluskar, he 
took upon himself to elevate the status of 
classical music and musicians. And he also 
believed in the necessity of keeping the 
audience entertained and informed of all that 
the music upheld. A singer, besides being 
porficient in the art, must know how to present 
it to the audience, he used to say. 'Elevating 
the listeners to the heights of musical 
experience, Rasanubhava, was foremost in his 
mind. To quote Shri R. C. Mehta, the dynamic 
founder Director of Indian Musicological 


H 3n . dl 11 S u St 5 was on ,he ascendance. Two 
incidents which took place in 1918 qave the 
young Principal a great boost in the music 
world. One Bis selection as an Examiner in 
Baroda and the other, his particioation in tho 

vetpr 31 * 3 ^ dk 3 at Jallandhar along with the 

Sizr " » ,«* 

Bared,’ 1 " and oihS'a 

ducoiades from the maestrn it rr* ant ^ aarned 
Of tune to point out her ’ th^ ,h" V bli out 
Bhaskarbuvaji along with that 
Rahmat Khan (a descendant o Ustad 
Khan of Gwalior) very much influenced ,h U 
young Star, that the individual torn he 


!?• 1 T f ilkur s Srealness lay in his tremendous 
In v ri ! >usl Personality, which was impossible 

Xm;- "f den,c ' 1no “ r P oi "- his voice, his 
driss .ii.H T lo< l uei » e '" ld choice of words, his dash, his 

lh iM,e tn^r^ ' e dl>cl of 1,11 lhis so great 
mu i, I n his audience effectively and fully.... .^His 

n ilure heTn. lT- y H'T Wi "' him ■ lnJ his ego-cemric 
IU,t helped hull make himself.-, selfmade man." 

reafee 0 d th th r P of Pandi ‘f was that he 

not reteaate .™P° rtance °< >he Sahitya. He did 
but pronounced ,h me ^ Vehic J e of expression', 
their Bhaua in d lyrics distinctly evokinq 

'he meanino ann el ° dy mould and conveying 
Cheez in ds Lc . lm P orl He rendered the 

bringing out the'Ul 7ms Astaye ® and Antara 
content ' U lma 9 e of the form and 


loyai ss? esi 
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he was and what a grand style he created. 
R. C. Mehta remarks : 


depending on his mood. His sole aim in fhe concert was 
lhal his music should penetrate the hearts of the 
listeners.... 


"Ilis musical genius was profound, and it grew, it 
changed, hut it never was nervous. A manly voice, it 
acquired nuances of most delictale touches, and he used 
words of a song with great musical eloquence; his use of 
different types of 'Knku' was something which moved 
everylvidy. His interpretation of Raga was artistic and 
scholarly. He excelled in Ragas like Malkauns. Darhari. 
Puria etc hut had achieved great lacility in Ragas like 
Nat. Suha - Sughrai. Devgiri Bilawal etc., as well. 

"He was sometimes, perhaps rightly, accused of 
breaking up musical phrases; but that was part of 
his style, and viewed in the context of either styles 
this was a rather later development. No style even 
in one man is static and with a man who was 
always dynamic change in style was not an 
outcome of an exterior factor " 

Success with Listeners 

Pandit's prime sishya Dr. N. Rajam goes 
on record : 


"The most striking feature of his music was the evoking 
of emotions in the minds of the listeners through the 
media Swar. Sahitya, appropriate facial expression. 
'Knku" and so on. His tender and deep emotion found an 
ideal vehicle in his soft and sonorous voice. In fad. his 
tremendous success with listeners lay in his deep 
understanding of the basic emotions and the clear 
conception of the Swar. the exact tonal shade and tin- 
modulation required to translate them into the language 
of music. His sweetest songs were those that told tin- 
saddest thoughts and. charged with the pain and 
privations of life, its tragedy and disillusionment. His 
popular versions of Nilambari. Champak. Tilnng etc., 
near eloquent evidence to the truth of this statement 

"Few musicians could cast such a spell on the audience, 
sweeping them away in a powerful current of emotion 
surging out from the innermost recesses of the heart, 
charged with the fire of a sensitive soul. Ihe wide range 
of emotions built up with amazing conviction, stirred tin 
deepest chords in the listener ana moved even the most 
glacial heart. The eloquent pause, the sweet silence, that 
always followed the full-throated rendering of Fandilji 
i iiliati cd the beauty of Ins iiiuml.ii t. xp.-. xsion and reared 
an atmosphere of solemnity and evocative repose. I very 
phrase ol I'nndilji exuded authority and assurance every 
figure bore the impact of life-long devotion and ripe 
knowledge There was hardly any vocalist who 
judiciously blended tradition with imagination, technique 
and grace* classicism and mass appeaf so successfully as 
PunJitji. This indeed was the secret of the tremendous 
vogu| lie enjoyed among the poeplc. 

"Music to him was worship. Initialed into Nadopasana by 
his saint-father he used to be very particular about 
Mandara Sadhana in the early hours of the morning, 
meditation and prayer .... Ilis approach to music was that 
of a devotee to a religious ritual 

"Polished presentation and portrayal ol his .-n t were at the 
root of his phenomenal achievement. I very phrase in his 
concert had undergone extensive planning, practice and 
polish. Ilis concert pattern had Ixeti evolved alter years 
of continuous research bestowing careful attention to 
audience reaction. As a result his concerts were always 
well-knit, streamlined and of uniform excellence, nevei 


"He was very particular about the perfect tuning of the 
Tanpura. F.ven a hairbredlh difference would make him 
uneasy and there have been occasions when as a 
spectator seated at a distance he had exhorted the 
performer on the stage to check up Ihe Tanpura." 

Panditji himself had once confessed : 

The feelings of devotion in Ihe songs of my Guru 
Vishnu Dicambar Paluskar and tile grace and charm of 
Ouliya Rahmat Khan's voice have helped me develop 
my style." 

Thirst for Knowledge 

Panditji’s unquenchable thirst for 
knowledge, not only of music but also on 
subjects as varied as Astrology, Gemnology, 
Ayurveda etc., and his research into Bharata's 
Natya Sastra and other literature proclaimed 
him an authority unique in Lakshya and 
Lakshana. His knowledge of Raga and Rasa, 
the Rasa each Swara was capable of evoking 
individually, in its microtonal nuances, in its 
occurrence in a phrase, and its capacity to 
evoke a different Rasa in a different melodic 
frame was stupendous. He. was an authority on 
practical exposition of 22 Srutis He was a 
master musician and musicologist. 

More than this he towered over others as a 
speaker. For a man who had little formal 
eduction to become an eminent orator fluent in 
Hindi , Marathi, Bengali and Punjabi in itself 
spoke of his indomitable courage and 
determination. Even as a speaker he cultivated 
a style to captivate the listeners. 

The author had a rare experience of 
listening to this grand old man at the Seminar, 
speaking in Hindi with emotion. If mentioned in 
Sangeeth, he used kaku even in his lec-dem. 
The subject on Aesthetics, Tradition and 
Trends had a fine enunciation from the great 
'Marthand'. Time stood still as he took the 
listeners through musical excellence. (Even the 
wall clock of the Broadcasting House for once 
stopped ticking!) 

His speech was invariably punctuated with 
apt quotations and verses from great works. It 
is reported while rendering his famous Jogi Mat 
Ja Mat Ja he used to refer to parallel ideas and 
thouqhts, quotinq from Swamy Rama Tirtha's 
writings. 
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nf his mother and Guru Vishnu Digambar 

Histrionics and Hand Gestures Paluskar. But when offered court musicianship 

Histrionics an Pa ^ c a i a rv of Rs.3000 a month, hepolitely 

A visual dimension too is attributed to on^ similariy he refused to sing before 
Panditji's rendition. He believed jn a Wj ^ Brjtjsh mon arch for the title of Rai 
histrionics to make music evocat e.J ^ Baha dur". 

SS-S- ■ *“ ztsnsi 

audlence - °" aa of deep emotions. It took him some years 

, , „ nri heard him before he could shake off the shock of his 
2” o7 ^mUongs l,wL Mat Js be oved wife Indira's tragic death (which took 
I N%3*»n “T JLhsiZ place during his first itinerary to Europe and he 

r p eturned cancelling a concert tour of Russia). 
SEStaSS rtoSJS!- expressions "this «as and res ume his concert career. Emotion 

muuuiauu _■ r>f Rahar. the . • i_ rnn H not cinn R ana 


Emotion 


howhe used to bring out Ihe joys of Bahar, the jn hjm that he COUld not Sing Raga 

resigned sadness o I Nilnmhr.ri. Ilu pl.ruiUive iippx.il ol . f_ vour jt e of his Wife. Once when 


“« Nilambari, a favourite of his wife. Once when 
vmij.-muiiinmi I'riihivrnj K ipoor »«d '» «y an audience at Calcutta almost pressed him to 

•Kmkariwth I'h-'kur - drnmnlic pnpr"lalm» ol soup a jf he OOlitelV Said ! 

•should not only he heard but seen tool - 


- Susheela Misra 

Man of deep emotions ^e1S.Tf 

Pandrf Omkarnath Thakur was perhaps one dow, J^*. - “ 

of the first few Indian musicians to go abroad ’ 

and win acclaim for Indian music. His first visit 

to the West was in 1933 to Italy to participate in It was his deep insight into the emotions ot 
the International Music Conference at the Raga, their application into his rendition, be 
Florence He also visited other countries like it in classical music or light classical Thumri oi 
France. Holland, Germany, Belgium, even Bhajans and Ghazals, which earned him 
Switzerland and England etc. The tour great appreciation. It was his versatility, 
comprised not only concert performances but vocabulary and strength of mind and 
lecture demonstrations too. The subjects often knowledge which helped him face the 
had been “Raga and Rasa". "Raga-Ragini conservative traditional Gharanedars on the 
Bhava", “Swaras and Emotions” - his favourite one hand, and try to wean away the youngsters 
theories. His Malkauns was reported to have from the influence of film music and cheap 
deeply moved Mussolini and "cured the imitation of Western music on the other, 
leader of his insomnia". During his European 

sojourn later, in 1954. Panditj's, recitation of Perhaps it was one more god-send 
Shanti Mantra from the Neda at the Parliament opportunity that the Faculty of Music was 
Square in Budapest (to a mammoth audience started in Banaras Hindu University in 1950 
m i? or nore ) touched the Hungarian and Panditji was appointed its first Dean. He 
Nobel Laureate Karenthi Farrag who was nurtured Sri Kala Sangeet Bharati as his pet 
reported to have observed: child showing his acumen in teaching as well 

as administration. In the seven years of his 
■WL.. ».„id.-,rui vokv. wi» . 'I, ». „ <„| di ,A |®" ur ® here ' he had many of his dreams come 
■.’t'liiin.ttujiiit vuuv ;iiui ,ii iiit* lime ix - as icndxr as a Me composed a number of compositions 
™I„3 “ >l fo® Mudra "Pranavaranga"' and two 

' lcn j! SIT ong sharp edge mu- uihriin's Jnm-r^wiik-h o- peras based on Jai Shankar Prasad's 
Miyfcihliv«g^?t!w!^ i l M l !. k,i ? e . • T l ' ? 11 i> ?t. maya u al ? d Kamana ' one a poem, the other 
»r ills divim- mud, ■ " w ° r " c " ltens1 ' c(r «T a prose. He had quite a number of publications 

o his credit, significant among which were 

Man of deep emotions parts) ’ dealin g. with 

miic- C i .u mus c and Pranava Bharati on 
He had opportunities to visit Nepal earlier in tir™ Lit . ory ' He had P ut in notation his life 


rnuilMudiuj vm.v and at Ilu- ,ai,u- lime lx- as In, di r as , 

I"VI- song. Is ,i possible Ihni one ran mitral and w ' ,h th 
command! pray and order at tlx same lime'' Haw you ODeraS 

rare ft*, t aa* *««» wS EL 


r an llimx in Ilu- bean in Ilu- Iwinklinp of an JR 
only Ihr-n ha, yon ran have an idfa of Ilu- inu-^ ” 
ol this divine music 11,11 1 


Man of deep emotions 

He had opportunities to visit Nepal fiariior in ^ ■■ "T’ 7 * * " au H ul »• nuiauuii mi=» 

1924 and 1930. Both the times he was Alans C t 6C '° n °* ^hayals, Dhrupads, some 

profusely rewarded which he placed at the feot 2Vu S etc - in a variety of Ragas. He 

teet even brought out some exercises of 'Raga 
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Vivarans", revolutionary though, yet useful 
guide to the students of music. 

Forthright in his view and expressions, 
Panditji cpuld not accept Bhatkhande’s Thaat 
system. Hindustani system being replete with 
Misra Ragas and quite some modes admitting 
both the Madhyams, classifying such genres 
under same Thaat was unscientific, he argued. 

He was hailed as a rare Guru. Patient and 
painstaking, he was never tired of repeating 
the same till a student got it. Says his disciple 
Dr. Rajam, 

"Such occasions were ran- though if one approached 

him with absolute reverence at a time when he was free 
from Ihe cares ur Ihe daily life. Ihe resull was highly 
rewarding His method of explaining the slruclure of Ihe 
Raga was so scientific Ihtil the intricacies and delicate 
'Omdes got registered in the minds of the students nt the 
introductory stage itself. 

Teaching Methodology 

His methodology of teaching itself was 
unique. While introducing the Raga, he would 
go into the details of various phrases which 
embellished the Raga, gave some broad hints 
about the grammar and effectively 
demonstrated the emotive content in the 
composition plus he trained them how to 
present before the audience. 

A true* Nadopasaka Panditji believed that a 
Raga sung with purity of heart and devotion 
could move even Nature. Once he proved this. 
At a ’Shamiana Concert’ once at Banaras, 
when the audience requested him to sing Megh 
Malhar he cautioned them against sudden 
showers, but they persisted The Sangeet 
Marthand sang. There was a downpour and the 
audience had to disperse. 

Panditji treated his disciples as his own 
children with affection, love and strict 
discipline. Many among them became eminent 
musicians, a few musicologists, foremost being 
Dr. Premlata Sharma who, shouldered his 
administrative responsibility and helped him 
bring out the publications. Dr. N. Rajam, who 
for long accompanied him on the Violin, is one 
of the top soloists of the country and presently 
heads the Faculty of Music in Banaras 
University. Firoze K. Dastur, Bijonbala Ghosh 
Dastidar, Atul Desai, Yashwant Rai Purohit, 
Nalini Gajendragadkar are some of the other 
eminent musicians. 

One great quality of Panditji was that he 
attended bis disciple's concerts and gave them 


proper direction and guidance. He encouraged 
them to cultivate their own style and innovate 
too. And he never hesitated to applaud when 
one deserved it. 

One of his disciples Bijon presented a 
dance drama ’Meera’, herself scripting the 
songs and tuning them. Panditji was 
overwhelmed with the presentation and in an 
emotion-choked voice blessed her thus : 

"My child, may your devotion to music achieve the 
mission of your life. May Ciod bless you lor the surge of 
divine feelings that you have evoked in our minds this 
evening". 

The "Sangeet Marthand” (conferred by 
Calcutta Sanskrit Mahavidyalaya) was also a 
"Sangeet Mahamahopadhyaya" (earned at 
Nepal), a 'Padma Sri", and "Sangeet 
Prabhakar". He enchanted millions of listeners 
during his five - decade - career, trained a rich 
crop of disciples', ensured a healthy future for 
Hindustani music, but died a pitiable orphan. 

Last Years 

His last years, crippled with paralytic stroke, 
left him a lone man. "He had neither a house of 
his own nor a relative to fall back upon in his 
old age, not even a reliable servant to look 
after him", bemoaned Dr. Rajam Once away 
from the bustling Banaras, none of his disciples 
could attend on him, save occasional visits. 
"Birds flocked”, writes 'Garland' Rajagopalan, 
"when musical harvest in the melodic farm of 
Thakur was on and then flew away once the 
crop has been harvested. He gave all his to 
the disciples and to the musical world and died 
literally in God's company”, on December 29, 
1967. 

Perhaps many great men met with similar 
fate, for example, Mozart. As aptly observed by 
Yehudi Menuhin : 


"All .irlisk-s arc some gigantic Tcmiysonian band of light 
brigadiers for ever doing and dying withoul questioning 
their fate." - The Fragrant ( iarlnnd. 

The 'Sangeeth Marthand is no more but his 
music is very much alive. It is only pertinent 
that in this year of his birth centenary, the world 
of music remembers the great master and pays 
Sangeethanjali. 

- Siilochana Rajendran 
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Vadalur "Jyoti Ramalingaswami 

(Paraiiiahainsu of tlie South) 


About two decades before the 
establishment of the Theosophical 
Society in Madras, a slender, untaught person 
was moving in and around the city and 
preached unceasingly the ideals of universal 
love and brotherhood and contemplation of the 
Almighty, unfettered by caste or creed, rites 
and rituafe. He was far ahead of his time and 
people around him could not appreciate his 
ideals. He was therefore obliged to affirm that 
people from the North and the Western 
countries would welcome his teachings and 
that a new era would come in a few years. 
When Madame Blavatsky became aware of 
this later, she wrote. 

He was a great Mahatma, having lived doing 
extraordinary work for the Universal Brotherhood 
with his indomitable desire to raise humanity to the 
spiritual height. His porphecy about the Universal 
Brotherhood in India to be established by the wise 
from Russia and America and far North India is 
quite correct. " 

The man was "Jyoti Ramalingaswami 
Ramalingam, the third son of Ramaiya Pillai, a 
teacher and village accountant and 
Chinnarnmal, a typical Hindu Saivite. was born 
on October 5. 1825 at Marudur. Chidambaram 
Taluk, South Arcot District. Madras State. His 
saintly character was foreshadowed even in his 
infancy. The parents during the fifth month of 
his birth, visited the temple of Sri Nataraja at 
Chidambiram with the baby Ramalingam in 
arms. When the usual offerings were being 
made to the presiding deity this child is said t 
have accosted the idol and hurst into I 
laughter. A month later Ramaiya Pillai dl . 
and his eldest brother. Sabapathy, had ,0 
the family to Ponneri. his mother s place. Here 
they lived for a few years till the death of the 
mother. Thereafter Sabapathy settied a 
Madras, studied Tamil and became a School 
Teacher. He put his brother Ramaknpam to 
school, but was sorely disppointed to find that 
the boy did not attend school regularly oj apply 
himself to his studies. He was so vexed 
him that he drove him out of the house an 
ordered his wife not to give him fo< 1 
clothing at least until he behaved better But 
she was so much attached to the boy ‘ 


gave him food when her husband was away in 
the school. 

She was able to persuade the boy to take 
the advice of his brother. Ramalingam agreed 
to do so and took up a room for himself in the 
house. But he was only spending his time in 
prayers before a mirror. Sabapathy was giving 
religious lectures every week When once he 
was unable to do so his little brother 
Ramalingam offered to give the discourse. 
Sabapathy permitted him thinking that this 
would convince him of the need to study 
properly. But he was surprised to learn that his 
brother's discourse was most learned and that 
he created a very good impression on the 
audience. Then only he discovered that his 
brother had acquired divine knowledge without 
any tuition. 

Ramalingam is said to have been reciting 
the contents of the works of Agastiar and other 
saints. A number of disciples gathered around 
him He had a strange faculty about him, 
witnessed very often, of changing carnivorous 
person into a vegetarian. He had also the 
faculty of reading other men's minds. 

In 1855, young saint Ramalingam left 
Madras for' Chidambaram and thence to 
Vadalur where he remained a number of years 
However during his stay there . many a time he 
used to leave his followers, and remained 
absent for prolonged period of time. 

While in Madras he was moving about 
between Madras and Tiruvottriyur, where he 
worshipped the Lord constantly . He was by this 
time so well known for his scholarship in Tamil 
that a Vidwan of Kancheepuram requested him 
to write a prose work for the use of pupils " 
schools and Ramalingam complied with his 
request and wrote in Tamil prose the 
soul-stirring account of Manunerichalan. 

He was not willing to marry but was 
oersuaded by his relatives, yet he did not lead 
a married life and went on a pilgrimage to 
some shrines and stayed for some time at 
Chidambaram, where he lost himself for hours 
in meditation. He then settled down at 
Karunguli and spent some years there. By this 
time, he got a very large number of followers 


II 



and nis fame became greater by the miracles 
performed. 

In 1867 he wanted to do something 
tangible to ' spread his faith of Samarasa 
Suddha Sanmarga Sangham. Vadalur, tew 
miles from Neyveli village, was selected for the 
location of this association. In 1878 he 
established the Satya D harm l S ® la ' (a n C h ^ 
house) and to this was added a Dharma 

Patasala (a charity school) where .. h !f o^Jhva 
were taught Also an auditorium called Sathya 
Gnana Sabha was established. Here he 
preached his faith, singing songs feeding the 
poor, helping the need and healing the 
suffering. The grand building which is 
octagonal in shape has a huge dome, but 
there is no idol or ornament in it. Only a light 
burns, symbolising the supreme light of 
knowledge. He called Marudhur north 
Chidambaram, and in a signed notice refers to 
it also as Parvathipuram. 

Persons who were in contact with him have 
left an accurate account of his life and 
appearance. He is described as a slender, 
short person with an aquiline nose and a 
serious face. He wore two white cloths and had 
holy ash on the forehead. His habits were 
excessively abstemious. He was known to 
hardly ever take any rest. A strict vegetarian, 
he ate but once in two or three days and was 
then satisfied with a few mouthfuls of rice. But 


when fasting for a period of two or more 
months, he literally ate nothing living on warm 

water with a little sugar dissolved in it. 

He stayed in a thatched shed in the village 
of Mettukuppam and it is here he spent his last 
davs On the full moon day of Thai, with the 
constellation of Poosam in the year Srimukha 
(30-1-1874) he told his followers that he would 
be away from them for a very long time but 
miqht come later. He sat on his cot in the shed, 
and asked his disciples to close the windows 
and lock the doors . Weeks later, when the hut 
was opened, there was nothing in it. He had 
disappeared mysteriously. 

A person who regretted waste of money 
over the onrnamentation and festivals in 
temples cannot be popular. His love for the 
starving poor made him affirm that such money 
could be used to relieve human suffering. He 
believed in leading a healthy life and so 
advised incessantly about the ways of keeping 
fit. His songs are called "Tiru Arutpa" for thpy 
are songs poured out of Divine Grace. As 
many as 6,000 songs have been sung by him I 

His life is very similar to that of Sri 
Ramakrishna Paramahamsa. 

- N. V. R. Swumy. 
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Vallalar Ramalinga Swamigal 

By ‘Garland* N. Rujagopulan 


An Apostle of Universal Religion of 
'peace, Truth and Morality (Samarasa 
Suddha Satya Sanmarga), a mystic and 
Siddha Purusha, the Angel ot Grace, 
Compassion and Solicitude made his last 
journey from the mudane world in the most 
unique manner quite in accord with his life and 
mission. Hiranya obtained various boons to 
avoid death and ultimately all was in vain. 
Ramalinga Swamigal, popularly known as 
'Vallalar', is the beacon who demonstrated to 
the world how deathlessness is feasible. His 
body was consigned neither to the earth nor to 
flames. His individual soul (Jeevatma) merged 
and dissolved itself in the Universal Soul, the 
Paramatma. To set the happening on firm 
record and free from doubts, two European 
officers of the Government verified the total 
absence of any mortal remains in the cottage 
wherefrom he commenced his celestial 
journey! He entered the Eternal Abode of Light 
and merged in the Light Divine ( Arut Perum 
Jothi). The Flame kindled at Vadalur burns 
perpetually for the salvation of Humanity. (Such 
a light is said to burn at Shlrdi of Sai Baba also. 
Vallalar's departure is reminiscent of 
Manickavachakar's at Chidambaram close to 
Vadalur itself.) The immortality of Vallalar is 
strictly in conformity with the scriptures. 

'A/a cha punaravarthathe 
Na cha punaravarthathe 
He does not return; he does not return.) 

■Sivti 

“Mam upetya tu Kaunteya 
Punarjanma na vidyate. " 

(Attaining Me. there is no rebirth) 

■ Gita VIII- 16 

Gaccharity apunara vrittim 

Jnananirdhutakajmasah 
(Their sins being completely shaken off by 
wisdom, they qo whence there is not return) 

-GitaV-17 


Ramalinga Swamigal was no abstract, 
austere yogi who buried himself in snow-clad 
mountains or heavily wooded forests. He was 
an organiser non-parellet. He established the 
Samarasa Veda Sanmarga Sangham in 1 865. 
The Abode ot Siddhi (immortality) and the Jyoti 
are for public good and open to all. The second 
is the Satya Veda Dharmasala. a free kitchen 
open to the public to quench their biological 
hunger with a view to prepare them for spiritual 
hunger and mission, spiritual enquiry (Vichara) 
and reach the Eternal Abode, even as 
Upanishad Brahman did at Kanchipuram and 
declared its avowed purpose In clear terms. 
(Vide A Garland"). The kitchen was started in 
1867. Siddhi Valagam (1870) and Satya Jnana 
Sabha (1872) are Ihe other two founded by 
him. The range and objectives of the 
institutions started by Vallar reveal his depth of 
vision and the missionary zeal which marked 
his organising endeavours. 

Born at Marudur near Chidambaram, of 
Ramayya Pillai and Chinna Ammayar, he went 
early to Ponneri and then to Muthialpet 
(Madras) and grew up under the care ol his 
eldest brother, Sabhapathy. He lived at 
Karunguzhi (1858-1867), Vadalur (1867-1870) 
and Mettukuppam thereafter. Tirugnana 
Sambandar was his Jnana Guru by adoption 
and Tiruvachakam. his bible. He was a devotee 
ot Lord Muruga. Having realised God Vision at 
the very tender age of nine, Vallalar was 
intoxicated with spiritual and moral ideals and 
goals and imbued with a missionary zeal. A 
specimen of his unbounded compassion, love 
and solicitude and the panorama of his vision is 
here : , ^ „ 

Every lime I see crops withering. I withered too; as often 

As I saw hungry destitute beggers. /'loo fainted with hunger; 

And the defeat of the menlonous 

Has made me wilt in pain. 

My life must cease when my compassion dies. 

Eight years after the Siddhi of Vallalar, 
Subramania Bharati was to be born to declare 
again that the crow and the sparrow belonged 
to his caste and the sea and the mountain 
constituted his crowd! Vallalar’s crusade 
(1865-1874) for spiritual and moral force was in 


another sphere a Krishna Bharat with his 
period by Gopaa ^ nsrt revolutionary, ' 

■Nandanar Jj“5 1 'l nera in the cause o 
epoc-making Ta ,^' ou ° c p ha biiity and social 

removal 0, Tho heamv^ and grace in the lives 

degradation. The beauty and £ {ol | owe d and 

A suffered for 

their ideals. 

If the soul of India shines bnght stiH and 

tenancies What is Bharath without its sages 
Doets etc 7 No wonder Subramania Bharat 
[hundred to emphasise this truth and warn his 

countrymen- 

You arc a son ol Dnarain. 

Erase ihalllutughi noi' . ,ii w 

Prof. K. R. Srinivasa Ayyangar beautifully 
sums up the life of Vallalar thus. 

"Rwnulinga ami Camlhui are surely among the suprmm 
bencfaciom ol humanity. Vallalars - .uigJs and 
mini si,-rs Of grace Like Ramakrtshna Pmmahainsa in 
Bengal like llayananda Saraswall in Western India 
Kamalinea Swaini in Tamil Nadu was also a prophet ol 
I he dawn ol Renascent India They were the potent 
newer houses ol resurgence He saw lhat the mystic 
vision ol '/trill /Vriim Jyoli. was allied 10 Ihc 
complementary power ol 'Thiini Pcnun Knnuuii 
i Unique Sovereign Compassion)". 


Vallar's songs are called Thiru Arutpa 
(Golden Book of Grace). They were published 
first in 1867 itself. The spiritual grace of Vallalar 


was supported by his organisational and 
managerial wisdom, efficiency and capability. 
That is the beauty, the unique flavour of his life 


That is the beauty, the unique flavour of his life 
and his mission. Arumugha Navalar and others 
were opposed to his ideals and there was 
litigation. In the Court, when Adigalar entered, 
the plaintiff Navalar stood up to show his 
respect and the Judge remarked how such 
respect and reverence could go together with 
the contentions in the suit plaint. The suit 
failed, Six books with six thousand sonqs 
appeared Sri Ooran Adigal ot Vadalur has 
done yeoman service to publicise the works of 
Adigaar (The author had the blessinqs of 
Adigalar to participate in one of the annual 


L nd 'n ' nubllhed in three volumes by the 
been i P ^/ Sn Pani Mandram with the 
Scence ofthe phi'anthrop^ industrialist Dr. 
N Mahalingam who heads it. T. S. 
Parthasarathy wrote in the Hindu . 

AruIDa i, a shining monument of Vallalar’s religious 
devonon spiritual insight and poetical skill, uttered out 
of mirc imaginal.on, yet fully satisfying the rules of 
prosody Realising that poetry set ip music had a greatei 
appeal the Swaini himselt wrote musical compositions 
like Kirtanas. Chindus and Kunnms in popular Ragas. 
During Ihc early decades of this century, eminent singers 
like Tiruchendur Shanmughavadivu recorded verses from 
77 , 1 ,-h Anilpu on gramophone discs. Later renowned stage 
actors like's G Kiilappa and K B. Sundarambal sang 
them in iheir dramas to great effect. Tinmuli Pugazherti 
was set to music by T. M. Theagarajan and recorded as a 
cassettec by Dr. M. Pramecla 

Vallalar's Publications ; Ozhiviodukkam 1851 

Thondainandaal Sadakain laoj 

Chinmuya Dipikal 1857 

Vallalar's Journal : Sanmarga Vivcka Vruddi 

Works aulhored . Manumuralkanda Vachakam 
Jeeva Kai unya Ozhukkam 
Thiru Aruipa 

Prime tenets preached by Vallalar : 

God is one. 

Animal Sacrifice is nol in conformity with religion 
Meat-eating should be avoided 
Race and Caste distinctions should not exist 
Religious rites are not necessary. 

Poor should he helped; Compassion is of prime 
i relevance. 


Ramalinga Swamigal was a preacher, thinker, 
poet, composer, author, editor, publisher, 
journalist, jnani, doctor, social reformer, 
organiser and saint all in one. Worshipped as a 
Saint, he lived for the religious, spiritual, social 
and moral resurgence of the people. A great 
yogi of immense humanism and vision, he has 
left a deep impression in the conduct and 
character of the people of Tamil Nadu who 
follow his tenets. All efforts should be made to 
take the message and songs of Swamigal to 
the youth of the country. 


- Courtesy "Another Garland" 
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Indian Influence on Beethoven 

(A Genius in advance of his times) 

By Adam Adil 


|n the history of Western music, 

Beethoven’s is a deathless name. Though 
he was one of the greatest masters of music of 
all times, not many know that he was 
exceedingly humble with a soul eternally thirsty 
for the best and the sublimest in all ages. 

Beethoven used to express : 

"There is no work or thought which should be too 
learned for me. With the least pretension ol knowing 
such works thoroughly I have striven Iroin iny very 
childhood lo grasp Ihe sense of Ihe best and ihc wises, 
works of all ages. Shame lo an artist who does nol 
consider it his duly to push this spirti of research lo Ihc 
farthest point possible.” 

This spirit of humility, this spirit of research 
into the ever widening unknown in the inmost 
recesses of the past, and in the womb of the 
future - was essentially his. For that Beethoven 
was greater than he appears to be to the mere 
lovers of music. 

Oriental Influence 

Therefore Beethoven not only learnt at the 
feet of the great masters of the West like 
Homer, Hesiod. Shakespeare, Schiller, 
Klopstock, Herder, Kant, Milton. Goethe and 
others but also at those of the poets and 
thinkers of ancient India, like Kalidasa, 
Aswaghosha, Bhavabhooti and others. 

I think it was Romain Rolland, that great 
French philosopher-writer, who for the first 
time brought to light Breethovens 
correspondence with the noted Orientalist ot 
the time, Hammer Purgstall, to evolve a joint 
plan of working on an Indian pastoral drama 
Devayani. 

It is evident therefore that Beethoven 
had also drunk deep at the fountainsof 
Indian literature and spirituality. Kalidass 

Sakuntala (which he read in early 
translations) would send him mio 
paroxysms of delight. 

Beethoven possessed the power of 
concentration to an extraordinary degree_ 
could preserve in memory the contents o 
several great compositions. He ^ e anr | 

them in musical symphonies in b |f m sp .. hl | t .| V 
imagination without producing them pu y. 
till they satisified him completely. This was no 
doubt, an admirable mental quality ot his. 

But the world has lost much because °J g 
"This is how numerous inspired creations. 


almost completely were lost to us, for his 
premature deatn prevented him from 
translating his dramas into notations." 

Goethe And Beethoven 

One of the sad things about Beethoven’s 
life was that Goethe had not much appreciation 
for him. One does not know the real cause of it. 
Historians say that Goethe was not only 
indifferent and cold to Beethoven but bore 
positive ill-will towards him. According to some 
critics it was because since Goethe was too 
aged he felt "a sort of instinctive antipathy for 
the new-born romanticism" whose passionate 
music seemed to Goethe to have a dangerous 
expression through Beethoven. 

Those crises of soul disturbed Goethe’s 
serenity acquired at the cost of struggles 
and sacrifices. The "Olympean" as Goethe 
was called, alone knew the depth of his 
soul and which he wished to impress upon 
all who took the risk of reawakening the 
"soul-troubles." 

However, Beethoven had no antipathy or 
ill-will towards Goethe. In fact he was the 
warmest admirer of that great poet. In 1808 
Beethoven even thought of composing his 
musical sympohnies on Goethe's F aust out 
he could not complete the work due to some 
unexpected happenings. 

A Man of "Sound" 

Often Beethoven would borrow expressions 
from the great masters of his age, or of the 
aqes past and convert them into music divine^ 
Since he was a man primarily of "sound and 
not of words. But "those expressions came to 
be animated quivering and pulsating in the 
tunes of Beethoven, who seemed to rewrite 
them in language of music with his hearts 
blood.” Every author or poet from whom he 
borrowed seemed to participate in his suffering 
and his heroism. 

Thouqh Goethe adopted an attitude of 
coldness, indifference or even hostility towards 
Beethoven, there were other important men in 
his age in Germany like poet Rellstab, who 
called him "the patient man of suffering and 
the musicologist Roechlitz, who described him 
as one "who had brought to millions of souls 
the iov the pure spiritual joy" and the oigamst 
Freudenberg, who said that Beethoven' in 
order to give his best to the world was obliged 
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to be deeply wounded and tortured and 
although lonely, had united in embrace of his 
'hymn to joy’ all men as brothers." 

Beethoven once wrote : "We finite beings 
are endowed with infinite spirit : we are born 
only for suffering and for joy and we may 
almost say that those who are chosen by Fate 
receive joy through suffering." Therefore, he is 
righly regarded as the greatest consoler of the 
world for all times; and for all ages the most 
noble tonic in European music.” 

Indian Thought 

As stated earlier Beethoven was deeply 
influenced by Indian thought. Often he would 
burst into profound utterances, which 
resembled in their spiritual content the words of 
wisdom of our ancient Rishis. Once he 
exclaimed almost in an ecstasy: 

"My soul mounts to the Prime Source from 
which flows inexhaustibly the stream of the 
whole creation. The things that would penetrate 
the heart must come from on high; otherwise 
we have only notes, bodies with out soul, mere 
mud. 


"The human spirit should build out of the 
earth where the divine spark had been sent 
banished as it were for a time, and like the 
field sown by the peasant, the human spirit 
should blossom and fructify; thus enriched 
and multiplied, it should go back to the 
source from which it had emerged." 

How hear is this outburst of Beethoven to 
the priceless sayings of our ancient Rishis! 

Indeed, in his spiritual experience, 
Beethoven was, in the famous phrase of the 
Upamshads, the " Paurusham Nrashu" the 
entire humanity in man." 

Advanced Philosophy 

Because of the deep Indian bent of his 
thought, many of his European contemporaries 
could not comprehend him. A German poet 
wrote to Goethe " I declare that Beethoven 
marches long in advnace of our thoughts and I 
have doubts as to whether we shah ever be 
able to capture his thoughts fully.” 


Courtesy " Bharat Jyoti" 
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ART IS ADVENTURE* 

By Prof. B. R. Deodhut 

The great Professor s observation made thirty years ago hold: good even today - Ed 


[y /lany people as me why good programmes of 
'music are rare now-a-days. Let me look 
back for a while. 

When about thirty years ago I started my music 
school in Bombay I thought I should, side by side 
train the well-to-do classes in listening to classical 
music I was perhaps the first to organize the public 
hmusic -circle” in Hindustan, music. I arranged 
concerts by such great musicians as Govmdarao 
Tembe, Master Krishna Rao, Ramakrishna Buva 
Vaze Bundu Khan (Sarangi player), Morad Khan 
(Bin player), Faize Hussain, Lakshmi Jhadav and 
others But to collect an audience, I had to go from 
door to door, to about 50 houses each time, and 
explain to the people the beauties of our music, 
was an uphill task 


hall as if going to a temple. Only then the listener 
will get the maximum benefit from the performance. 
His half-backed knowledge of "theory" actually 
proves a handicap both to him and to the performer 
And, with such "critics" before him, the musician is 
seldom able to be creative, for he has to play for 
safety and indulge in cliches. Performance of 
Indian Classical music at its best is an adventure in 
Raga-Tala, a voyage of discovery every time, ever 
new, ever elusive. 

Tfiat was how the great masters gave, and do 
qive even now, a touch of novelty to their art all the 
time. Bai Kesar Bal used to sing at least one new 
piece in every concert. Bade Gulam All Khan is 
always unpredictable; to the same Raga he will give 
a different treatment each time. 


But, slowly it began to catch up. Within three 
years the position improved so much that a simp e 
announcement in the newspapers was enough to 
draw a sizeable audience Many music circles 
spranq up Thanks to the work of pride Vishnu 
Diqambar and Bhatkhande, coupled with the 
resurgent national spirit and price in our cultural 
heritage, classical music began to gain popularity 
The energetic director of the All India Radio, Mr 
Bukhari, personally persuaded eminent musicians^ 
who had considered Radio programmes beneath 
their dignity, tobroadcast from the All India Radio 
Thus classical music was taken to the doors of the 
people. 

But , by f 955, there was a surfeit Because the 
Radio had to dole out music day in and day out, an 
sorts of musicians -good, bad and inditferent-began 
to broadcast. As not many of them were gifted with 
the creative spirit of ait, by and large they were 
imitative Music hall concerts too became more 
frequent and immature musicians went in tor 
gimmicks and pyrotechnics in an effort to impress 
and to be novel To the listeners there was not much 
guidance. They slowly divided themselves into 
cliques and coteries Music that will make the 
listener forget himselt is becoming rare 

However, on the side of the audience there are 
some positive gams While in olden times people 
used to swear in the name of Gharana-s, such 
diffeiences have almost vanished and the taste of 
the listening public is more catholic But, at the same 
time, it should be said that many have discarded 
their respect for music and display an attitude of 
"calling the tune fiom the paid piper" This is 
altogether regrettable One should enter the music 


This is the sort of "novelty" that rising musicians 
should attempt and not mechanical, pre-meditated 
cheap tricks For doing this the musician should 
always consider himself a student and put in much 
practice (Sadhana) If he is a vocalist he should 
concentrate on pleasant voice production, singing 
more a-kar than svara. He will find that he can give 
new dimensions to his art-not mere novelty Which 
wears out soon With every listening the listener, we 
should not forget, is growing Unless the artiste too 
grows apace he will become stale In tael that is fhe 
lot of many musicians who rest on their oars 

The listener on his part should develop a greater 
open-mindedness He should not be carried away by 
mere names All India Radio is not doing a service 
by perpetuating myths of popular names and 
creating predispositions in the minds of people, 
much to the disadvantage of rising musicians with 
talent If they are to bring out new talent, I think they 
should give, on a comparable scale, two 
programmes of new artists to one of the old. 

A word about newspaper critics Many oflhem 
have a good vocabulary and perhaps know some 
grammar of music But to talk or wirte about music it 
requires a great deal more. To understand a Raga it 
is not enough if one knows simplified grammar 
whicn in the nature of things, is |ust a skeleton of 
the ait To know the substance of our music, more 
so to wnte about it, it calls for a whole-time study It 
only our "critcs" will be a little humbler in their 
approach to music and musicians and will keep 
away pre|udice from their minds, they can be of real 
use to the perfoimer and to the public. 

Courtesy : "Indian Music Journal" 
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Fall of Aesthetics * 

By N. Goptiki Ayytu 


"phe function of a classical music concert is 
' three-fold. It should offer enjoyment to those 
already initiated into the aesthetic aspects of the art 
It should be educative It should also provide 
entertainment to the uninitiated. 

The peculiar charm of Indian Music is that the 
rapport between the artist and the listeners is so 
complete that the artist carries the listeners with him 
in his perabulations into the realms of melody and 
rhythm A good alap of a raga, a faithful rendering of 
a Krili, or apposite swaraprasthara, gives immense 
en|oyment to the listeners Where the artist has 
something useful to convey, the concert is sure to 
prove educative as well 

But it is deplorable that present-day concerts are 
fashioned to suit the tastes of insensible listeners 
who look upon a musical concert as something 
which should give them some cheap excitement 
Hundreds of extremely clever men are now wasting 
their talents in catering to the whims and fads of 
misguided laymen, instead of engaging themselves 
in the noble pursuit of elevating popular taste Artists 
vie with one another in devising gimmicks and 
hallo-bellowing with accompanists, all calculated to 
excite and debase the audience. The artists of today 
do not care to make their listeners feel deeply or 
reflect calmly. 

Thirty years ago, there was not much of this 
mass catering. When old-timers talk in a nostalgic 
vein about the studied magnificence of 
Konerirajapuram Vaidyanatha Aiyar.or the 
scintillating brillance of Pushpavanam Aiyar, it 
should not be set aside as the idle wailing of old 
cronies. The initiated listeners of those days were 
expected to make some effort to understand the 
artists. Ordinary people were content to tag along It 
is true that a successful artist reflects the interest 
and tastes of his listeners. If the generality of our 
artists today are not good, it is because of the 
declining standards in listening 

Low public taste cannot absolve the musician 
entirely of his responsibility It is the artist’s duty to 
educate the masses The preservation of our 
musical heritage is solely in his hands, In this 
connection, I recall the words of Sri Subbarama 
Aiyar of Malavarayanendal. He used to say that , as 
our system of music is based on the concept of 
Raga, the artist should strive to realise the true 
forms of Raga-s by diligent practice and 
contemplation. He would caution musicians against 
attempting to be clever as, in his view, any ingenuity 


of the artist without regard for established aesthetic 
traditions would only result in a distorted picture of 
the Raga he seeks to portray. He used to deplore 
the growing tendency among musicians to indulge 
in long, mechanical, Svara displays without 
bothering about melody, rhythm and Raga-bhava. 

Our music today has lost its elevated status as 
an art and had degenerated into a craft, if not circus, 
Our musicians should endeavour to profit from the 
rich cultural heritage we have inherited and make 
efforts to restore the art to its former heights. For 
this, the listeners should be willing to leave the artist 
unfettered and allow him to present his best 

This will mean the shedding of many complexes 
and changing of many attitudes on the part of 
listeners, especially the 'knowledgeable' ones and 
the 'critics" I have seen how even established 
musicians get inhibited when they face a crowd of 
listeners which imagines that it is there to sit in 
judgement over the musician on the dais. Then, 
what to speak of youngsters who want to come up ? 
The whole purpose of a music concen , I am afraid, 
has become perverted We should make a start 
somewhere tore mending matters, and I think it has 
to start from the listener's end He should approach 
classical music concerts with a little more respect 
than he is willing to give now. This should apply not 
only to concerts of "senior" artists but more so to 
those given by up-and-coming musicians. There 
should be more orderly behaviour on the part of 
audiences, less talk, less discussion, less gossip, in 
the auditorium Who among the audience can claim 
that he is moare "knowledgeable” than the artist 9 It 
is time we realized that grammar is not art Many 
things in art are more felt than "thought". And they lie 
in the region of musical aesthetics which, 
unfortunately, is the first casualty now-a-days. The 
crowning piece of folly is for the listeners to be 
thinking of ttie music of another artist, say that of X, 
when he has gone to the concert hall for listening to 
Y While seeming to miss X, he actually misses both 
X and Y! 

On his part the musician should pick up enough 
courage to be true to himself. Whatevei be the 
audience, if he keeps looking into himself at the time 
of singing or playing, he will find that his fears about 
audience reaction vanishes. If he conquers fear he 
conquers the audiece. 


Courtesy : "Indian Music Journal" 
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Towards New Conventions 


The 2-day Spring Festival of Music at the 
Pandal, organised by Shanmukhananda 
was an experience as it brought to listeners 
music of the maestro and music of future 'Star.' 
The traditional "Azhutham" and the grandeur of 
the elder Vidwan's music and the efforts of the 
’Star’ performer to soar high gave the Rasikas 
an opportunity to gauge the 'evolution' of music 
in today's perspective. 

It was an occasion to cherish when 
Sangeetha Kalanidhi N. Ramani gave a solo 
flute where soft, soulful and sedate music 
permeated. In the vocalised Bani one familiar 
with the compositions could follow the 'Sahitya' 
Bhava. Unfettered by restraint which he 
perforce adopts while duetina or in ensemble 
performance, the maestro s Manodharma 
flowed free exploring the labyrinths of melody. 
And the solo turned out to be a rich experience 
in musical rendition, evocation and aesthetic 
indepth vision. 

Ramani’s Alapana of Kambhoii in the recital 
under review (16th March, 1997) was enough 
evidence of the maestro’s musical vision, tne 
soft, suave touches caressing the Raga's 
contours and traversing majestically as if to 
serve as a prelude to Tyagaraja's Sriranga 
Pancharatnam, Oh, Rangasayi. The song in 
Vilamba gait, again was a representation of the 
Saint's rare gems set to soft, slow pace. Quite 
an example youngsters would do well to follow 
In his Swara sojourn, the maestro spun 
odd-laya combinations involving intricate 
’Kanakku', giving the Violinist, Delhi 
Sundararajan, enough exercise, both mental 
and physical, whife himself plying them 
spontaneous and with Sarvalaghu ease. 

The masterly strokes of Mannargudi 
Easwaran (Mridangam) and the equipoised 
response from Rajesh Srinivasan (Kanjira) 
evoked an excellent rapport among the artistes 
and with the audience that the intricate Tham 
came off as an excellent rhythmic climax. 

Earlier, the maestro regaled the audience 
with a moving Mariveregalhi ( Ananda Bhairavi). 
The song was soul-filling without any Swara 
appendage. Ganamurthe (Ganamurthi) was 
another piece that evoked poignance. 

The veteran's Ninnuvina (Navarasa 
Kannada) after the felicitation on his 
conferment of Sangeeta Kalanidhi by Music 


Academy, Madras, early this year, was for 
once frill-less, and pleasing. Shanmukhapriya 
in a major Ragam-Tanam-Pallavi suite was 
again elaborate, evocative and poignant. So 
was Tanam. The Khanda Triputa Pallavi, with 
Trikalam and Tisram and Ragamalika Swaras 
garlanding Begada, Ranjani and Hindolam had 
a spontaneity. Sundararaj was amiable and 
enjoyed his Sangat while the percussion pair 
added a crisp Thani. 

Jagadoddharana (Kapi) and 

Chandrasekhara Esa (Sindhu Bnairavi) in long 
flute evoked many a nostalgic memory of great 
masters. And he marvelled in Revathi Tillana. 

From Talent Promotion Series to Pandal 
Cutcheri, P. Unnikrishnan has made long 
strides in not only music potential but also 
melodic milege. His voice is well cultured, has 
now set into a sedate aesthetics with sparkles 
and lustrous musical effulgence. Soft 
manoevre of phrases and Swanubhava seem 
to lend a pleasing individuality to his music and 
there is more concentration in aesthetisation 
resulting at times in odd-splits of Sahitya. 
Which to his Bani, nurtured by his mentor - 
maestro Dr. S. Ramanathan, is alien. Those 
who have been watching his career-graph 
could perceive his achievement and oddities 
and felt that the Sahitya odd splits were after all 
transient and could be curbed. 

Commencing with Todi Adi Tala Varnam, 
Eranapai, Unnikrishnan promised a very 
pleasant evening which he confirmed with an 
exquisite Sambho Mahadeva, (Pantuvarali), a 
Kovur Pancharatna of the Saint Bard of 
Tiruvayyaru. The Niraval and Swaras to the 
Pallavi stance were good in parts as the 
odd-splits of Sahitya intruded. 

Immediately following was Lathangi where 
he employed voice modulations and rendered 
a new-find Paripalayamam Karunanilaye with 
fluent Sarvalaghu Swaraprasthras. But his 
Sahana could not take off well though the Kriti 
was Vandamu from the Saint’s Prahlada Bhakti 
Vijayam. 

Unnikrishnan's Saveri was a fine instance 
of his musical mettle. His pace, the sedate 
Saukhyam and, Swara spin-up gave the artiste 
quite an impressive plane to build up the Raga 
image, its poignant evocation in the Kalpana 
Swara. His total involvement in musical 
enunciation, one may say, came to fore in 
Saveri. Anjaneya in Vilamban again suited the 
song structure and the mood evoked. 
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His elaborate Ragam - Tanam - Pallavi in 
Simhendramadhyamam was one more grand 
editce Unnikrishnan built on Manodharma 
plane The elaborate Alapana Was evocative 
and the Tanam well - phased. The Khanda 
Triputa Pallavi Sri Ramam Ravi Kulapti Somam 
had all the punch of improvisation. Stringing 
single skein Ragamalika Swaras in Araohi, 
Neelambari, Kuntalavarali, Hindolam, 
Mohanam, Saveri, Kambhoji, Suruti as 
crowning - piece was a flowing innovation. 
Youngsters today are not wanting in 
imagination or innovation. Stringing nearly a 
dozen melodic skeins in a row is not an easy 
affair and young talents do plunge into sucn 
challanges with abandon and relish. 

But the exhileration was short-lived. There 
was murmur among some Rasikas who had 
listened to the artiste consecutively for some 
time now in the metropolis. The artiste was 
repeating the Pallavi the same fashion, in 
either the same main Raga or Kiravani its 
Suddha Madhyama correspondent and that his 
'Manodharmam' has become a 'thing to 
anticipate'. 

Though there is nothing wrong in repeating 
the same Pallavi a number of times, some 
freshness in enuciation is expected. Practice, 
no doubt, makes one perfect and practice 
brings a polish, a sheen to one's rendition. But 
if Manodharma in the process tended to be 
Kalpita stuff ? 

The ’Stars’ of the future have a 
responsibility, maybe more than what their 
e der generation had. for they are in the midst 
of Fusion wave, Jazz jingles and pop culture. 
Carrying classical, traditional music to the 21st 
century is in the hands of the present 'stars’ on 

carefully 306 " and ,h6y have t0 tread ,heir P a,h 

t. Jl! a S k ,0 c °ncert under review The 
LnH k f d a S w ,? re 9 ui,e in ’Classical' mouid and 

Mririannlr' 1 ? re lsh ' Unnjkrish nan had veteran 
Mndangist Easwaran with young talent Raiesh 
Snnivasan on Kanjira. With Delhi Sundarraian 
a name to reckon with on the Violin the sound 
Sangat was ensured and they did every part 
efforts'^ Wlth lnspira,l0n enriching the vocalist's 

The Thani was well received. 

Academy. mSSSTiXSSS^. 


director Jayshree Nair and a Tamil Drama 
lllaththin Ekkangal by Gnanam. 

Jayashree Nair needs no introduction to 
Mumbai audience. Her successful Ramayana, 
a dance drama, based on Swati Tirunal’s 
Bhavayami Raghuramam, especially with 
"handicapped" cast having no dance 
background shot her to fame. Dasavatharam is 
one with her own students learning at her 
School Upasana and the first Ashtapadi from 
Jayadevas Geeta Govinda has been 
choreographed. 

In Jayashree’s meticulous study and 
choreography, the story structure of each 
Avathara had meaningful enunciation. She had 
presented in it dancers of varying degrees of 
talent looking more into overall synchrony, 
smooth flow of story line quite in tune with 
music that has been expertly managed by Shri 
Narayanan. Singers Saraswathy Subramaniam 
and Shivaprasad lent melodious vocal support 

B the text precise evocative enunciation 
/angam left in a child artiste, had a 
'naivete' in tone and texture. With age and 
experience she should be able to acquire the 
performing 'punch' with cymbals and 
recitation. 

The production was neat and sequences 
from various Avatharas were intelligently 
woven. Avoiding overdramatisation. Jayashree 
left certain things to audience’s imagination. It 
showed her choreographic ingenuity. While 
sarvalaghu dance flowed smooth on centre 
stage music and orchestral prop gave all the 
necessary emotional effects. Presenting over 
twenty participants on a contrivance for a 
stage with make-shift green-room etc., required 
much patience and experience. Jayashree 
managed it creditably well. 

The other dance, Bharata Natyam solo, by 
Smitha evoked mixed reaction . At the outset 
she |s too young for a Pandal Cufcheri. A talent 
SSL? pretty f ace, rhythmic felicity and some 
stage presence, she has yet to acquire the 

and e fi?m° C f IO t n 0, . Bhava ' the Precise postures 

so 

Tarrt| U hi^e°™ the Win9S alS0 was insipid. If 
the vnr y a Pcrc lr ^ ma JP rlt y of 'teres, the cause of 
wav artrtoH m U a 6 ' nis melodising the filmy 
PerhantffhJP dl ® com f' ture of the audience. 
SaS tufa ? nduc . ,0 u r ' Nattcvanar Rajeswari 
hive hoin 1 P a,ch ' u P- The dancer might 

arn e £f h ' » *» ■" •» 
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Gnanam s niamnin tzKKangai, as usual, 
contained the punch and poignance. Reflecting 
the aches and apprehensions of the old age, 
the drama brought to fore some of the agonies 
qone thorugh in modern family set up. The 
concept was great, but acting save Gnanam’s 
was a bit melodramatic. 

The Convention Hall at the Tower Block of 
the Shanmukhananda has been put to multi- 
-purpose use. The acoustics, the decor, the 
cosy atmosphere Hall make it ideal for 
Aradhana concerts, chamber music, 
Kalakshepam, Sangeetha Pravachanam, 
lecture demonstration, Ensemble music etc. 
With a venue aesthetic enough, the celebration 
too explored new avenues to the asthetics and 
quality of presentation. 

Almost all the programmes presented in this 
Hall had something outstanding, something 
pleasant to carry home and something that 
lingered long. 

The solo Sangeethanjali to Syama Sastri, 
mid-February , still lingers. Trained in the 
tradition of music that gave greater weight to 
Raga, Sahitya and quality presentation in 
Vilambam, Geetha Raja (a student of Vidwan 
S. Ramachandran in the Sabha’s Sangeetha 
Vidyalaya earlier, and a disciple soundly 
roomed under the disciplined tutelage of Smt. 
. Brinda later, paid a true Anjali to the Savant 
who in his own quiet way enriched the music of 
the 18th century to become one of the Music 
Trinity of the Golden Era of Karnatak music. 

It was a 'Concertanjali' where the 
musician’s understanding and assimilation of 
the Vaggeyakara’s creation and vision also 
figured. Geetha over the years has matured as 
a musician, as a performing artiste and she 
had put her heart and soul into the music and 
the 'Anjali' rose in devotional quality and 
musical excellence. Saukhyam, Sruti finesse 
and Swanubhava marked ner recital. Niraval 
and Swaraprastharas too carried this aura. 

An Anjali par excellence. 

The euphoneous beauty highlighted 
Himathrisute (Kalyani) with exquisite Niraval- 
Swaras. Poignance, relicitious voice flexibility 
heightening the tonal intonation elevated 
Sastri’s Nannu brova Lalitha (Lalitha) in 
Alapana, in Niraval Ninnuvina and Swaras. 

Meenalochana (Dhanyasi), Neelayathakshi 
(Pharaz), Sarojadalanetri (Sankarabharanam), 
Palintsu Kamakshi , (Madyamavathi) etc., were 
other highlights each exuding the grandeur of 
the composition and the musical excellence of 
the artiste. 


Madhavan was his sweet stringed self on 
Violin. Vilambam is in his very system of play. 
And he was at ease following Geetha's style. 
His Alapana, Niraval - Swara sallies well 
extended the Bani the vocalist followed. 
Percussion pair Sriram Subbaraman 
(Mridangam) and Sriram Suryanarayan 
(Kanjira) finely joined hands to enhance in 
tone, texture and strides, the Anjali’s 
reverence. Their Thani had a subdued artistry, 
not subduing though the Laya intricacy. 

The other Geethanjali that rose in classical 
quality was Pt. Sharad Sathe’s Hindustani 
vocal to commemorate the 'great missionaries' 
of Hindustani system, Pt. Vishnu Digambar 
Paluskar and Pt. Vishnu Narayan 
Bhatkhande’s Days. 

Among the pioneers of Hindustani Music, 
the two Vishnus, Pt Paluskar and Pt. 
Bhatkhande stand out for reasons more than 
one. For one thing, they not only dedicated 
their lives with a missionary zeal for the 
systematisation, promotion and propagation of 
music but saw to it that their 'mission 1 
suceeded. And together they changed the 
history of the Hindustani music giving it a 
well-tuned prespective and direction going with 
socio-political-cultural changes. 

Pt. Paluskar was a great leader in the field 
of music contributing new thoughts and 
actions. And he was a great musician 
contributing musical compositions and musical 
education. 

Foremost, he raised the status of music and 
musicians; took music to the masses by 
introducing ticketed public concerts, took 
courage to initiate female artistes on to concert 
platform. He became a Margadarshi moulding 
It with a new direction, a new dimension. To the 
orthodox audience he performed in Gwalior 
Gharana. Where the listeners comprised a 
majority of laymen, he presented both classical 
and light classical, including Thumn, Tappa, 
Tarana, Bhajans etc. Besides, he used to hold 
devotional music sessions comprising Bhajans, 
Abhangs, etc, and took the audience along with 
him Also he held Ramayana discourses 
through Keertan form to propagate Bhakti 
Marga. 

Establishment of teaching 

institutions, training music teachers whom he 
sent round as music missionaries to teach 
youngsters, introducing Music in the curriculam 
of general education, tuning Bhajans etc., to 
Khayal Paddhati, publishing magazines and 
notations of songs - all these multi-dimensional 
activities - gave fillip to music education and 


25 



propagation. Gandharva Mahavidyalaya he 
started is still going strong as a ’deemed 
university’ today. 

Where Pt. Paluskar gave a new direction to 
practical music, Pt. Bhatkhande systematised 
the science of music. From the Karnatak 72 - 
Melakartas, he borrowed 10 Thaats and gave a 
scientific foundation to Hindustani Raga 
system. He too systematised the teaching of 
music, in Gurukul and institutionalised 
coaching, composed Swaravalis for the 
beginners, founded Marris College of Music at 
Lucknow, which is named after him today. 

He held Music conferences to interact with 
different Gharanas and musical systems, 
published books on musicology; collected and 
notated Khaval-Bandishes (Compositions) 
belonging to different Gharanas thus helping to 
preserve the treasures for posterity. 

Pt. Sharad Sathe was an ideal selection for 
the ’Anjali’ as he belongs to the Sishya 
Parampara of Pt. Paluskar and presents tne 
quintessence of the Gwalior Gharana. Trained 
under Pt. Digambar Paluskar’s son, Pt. D. V. 
Paluskar, Prof. B. R. Deodhar, the great 
musicologist and Pt. Sharadchandra Arolkar, a 
veteran of Gwalior Gharana, Sathe imbibed the 
musical excellences of three great men on the 
tradition plus the voice culturing for which 
Deodhar was well-known. A Sangeeth 
Visharad of Gandharva Mahavidyalaya and a 
Science graduate Sathe could easily assimilate 
the Lakshya and Lakshana and not only 
present a balanced fare but also interact with 
other musical luminaries and communicate with 


. ^h e Khayal in Yaman followed by Tarana 
had much of subtle euphony to exude. The 
inherent lilt and romantic nuances in Khamaj 
were put to fine use in the composition on Holy 
as his Anjali was on the Holi Day; and it 
evoked pleasant jubilation. That music has an 
elevating perspective for every occasion, be it 
just a celebration of colours or heralding a 
season or depicting victory of the ’good’ over 
evil - had a practical enugcition here. The 
musical Holi swayed the audience and took 
them along the melodious ’Khelat'. In which 
Sarangi (Anant Kunte) entered with equal zest. 

The Bhaians of Tulsidas, Tumak Chalata 
Ramachandra and Surdas' Sumero mana 
nirbala ke bal Ram, highlighted the soul of the 
school. Sathe poured his heart and soul into it 
moving one and all. 

Tappa, no doubt, is a very earthy light 
song-originating from the folk idiom, camel 
song. In range and reach it has a vastness, 
and in the liberty it affords lies the uniqueness 
of its rendition. It is not everyone's cup of tea 
for it requires a voice with felicitions range and 
flourishing aesthetics. Very few venture into it. 
That Sathe could on audience request, present 
it with ease and earthy charm spoke of his 
versatility. 

The artistes on Sangat, Omkar Gulvadi 
(Tabla), Gurudutt Heblekar (Harmonium) and 
Anant Kunte (Sarangi) were inspiring and 
ellicited fine team spirit paying their Anjali too 
to the Savants. 

* * * ' * 


eager learners. Which took him all over the 
world in Seminars, Sammelans and 
workshops. 

His Anjali to the 'missionaries' of music was 
a testimony to his musical munificence, his 
involvement with the Raga Bhava, the Cheez, 
the Chalan, the enunciation and overall image 
of the repertoire. The cosy Convention Hall, the 
audience and acoustics got him deep into the 
devotional mood and music in its prespective 
came to fore. 

First it was Shri, built in a sedate invocatory 
mood with a pleading poignant texture. The 
Raga, a rough correspondent of Gowlipantu of 
Karnatak music, had quite an ambience for 
poignant perigrination. And Sathe employed 
tonal modulations, Octaval 'plough back and 
even Gamak Taan without much of an 
overshake to brinq out the essence of the 
Khayal. 


The other Aradhana concerts too elicited 
public interest as the Sangeethanjali did not 
comprice mere rendition of the Savants' 
compositions by students and artistes but 
contained certain slots focusing on the 
composers' purposive repertoire. Besides, 
groups from different Schools or teachers were 
presented. 

To begin with, the 2-day Tyaoaraja 
Aradhana (28th and 29th January 1997) had 
one day reserved for the students of 
Shanmukhananda Sangeetha Vidyalaya and 
the other opened to outside freshers and 
artistes, apart from the morning session of 
congregational rendition of the Pancharatnas 
on Bahula Panchami. 

The highlights of the students' session on 
29th were selections from the Saint's Opera 
Prahlada BhaktiM ijayam* and "Kshetra Kriti” in 
Samudaya Kriti series viz., "Sriranga 
Pancharatnam"*. Prahlada Bhakti Vijayam is a 
compact opera comprising many Kritis which 
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vi., oi niim hpr<! as Aradhana. The Akhandam this year had a 
have become popula' ras ‘ ^ d ^ v du a al 0 n n Pr b ah | a da unique feature The founder-Principal T. S 
well. Considered a unique Kavya o, q) Anantharaman focused it mainly on group 

and Bhakti ‘ h n e Swn to?' tlwir structural compositions' (Samudaya Kritis) of the Saint 
them, stand , on . ,hal ' ° w il / ana Niraval, All the Pancharatna groups, the Utsava 
finesse' and lend swpe lor Jkapana^n Sampradaya Keertanas, etc., were featured in 

"oMea «• C&ajnjy could be hailed as "A Day with 

(Sowrashlram), l/asudevayani fKa'yam) Tyagaraja . 

Vandanamu Raghunandana , (bananaj, cu (Within a week the team performed the 
Janmamidi (Varali) , Ra Rama Intidaka same re p e rtoire with select songs on 

(Asaveri). But how many know that they rorm ygpkateswara a t the Balaji Bhakta DarsharVs 
part of the Prahlada Bhakti Vijayam 'Vanamahotsava' and the Saints gems were 

The selections were melodiously rendered well propagated in their correct perspective). 

by students of Smt R. % ak [^ a ' a The other highlights of students' sessions in 

Balatripurasundan ndumati. baviiri Tyagarajanjali were a Veena Trio and Violin 

Prasad, accompanied by Prema Sundar y r j 0 We || p rac tj se d presentation marked the 
(Vmlin) and Srirani Suryanarayan (Mri g , y eena Anjali by Ranjani Balasubramanian 
T. S. Nanda Kumar s tutelage) Sangeetha Athreya and Vasanthri 

The other group rendition was of the Swaminathan, senior students of Kalyani 
Kshetra Kritis ot the Saint, Sriranga Sharma. Abhishta Varada (Hamsadhwan), 
Pancharatnam. The Saint was the least Nannu Brovani (Abhogi), Ma Janaki (Kambhoji) 
travelled Never fascinated in pilgrimage. For etc., were the highlights, 
his Ishta Devata was in his very abode, in his _ T 

head and he was contended in the Kshetra he _ Teenage Trio L. Ramakrishnan, S 

lived in. However he could not refuse when his .darshan and Srividya , on the Violin 
prime disciples and others begged him to visit strummed the heartstrings of the audience 


“Tiruvotriyur Pancharatna" "Lalgudi 
Pancharatna, “Sriranga Pancharatna" etc. 


Nee Dayarada (Vasantha Bhairavi) and Sarasa 
Samadana (Kapinaranyani). Not only were the 
trio talented but well trained by Visalam 


iB ShoolokaVaikuntam.Snrangam Vageeswar whose painstaking "polishing" 

is one of the great pilgrim centres. Singing in produced the harmonious finesse 

praise ot Sri Ranganatha Tyagaraja in his 

inimitable compositions hails him as "Kasturi The trio accompanied by Vivek Rajaqopal 
Range", "Kaveri Ranga", “Vaibhoga Ranga", (Mridangam - a student of T. S. Nandakumar) 
Rarigasayi ."Rangapati" etc The gems are were featured in the Naada Brahman 
C ■noola murare (Arabhi), Karunaioodavayya Akhandam too. And they won prizes in 
Flajuvedala (fodit, 0, Ranga Sayi competitions conducted by the Sabhas of the 
, and _ Vinarada Na Manavi metropolis including Shanmukhananda. 


\jooaavayya ™m«hiucmii 100 . ana tney won prizes in 
langa Sayi competitions conducted by the Sabhas of the 

- « a • me»trnnr\l ie .1 .i_ _ . 


DevananHham Th„ C .. manavi '"“““"a onamriuKriananaa. 

luevagananari) The Saint s appearance on a 

'l* (Kshetra), his spontaneous ,L he ° ther Tyagaraja Aradhana 

2” S' 1 ' 0 ™* wrought many a miracle. The concerts held on the Bahula Panchami, senior 


enZ! ctr' ,hal 9 ?|' s| cc*< up and no human “ s Ramakrishnan (of Pa^angud 
.could succeed in movinn it mnwoa Romachandran s tutelaae) and S finwri i n 


the melody of the Saint. In m ° Vm9 ,noved >° 


Hamachandran's tutelage) and S. Gowri ( a 
disciple of T. R. Balamani) showed good 
1 and ! alent despite soar throat. 


The Ratnas were renriemH a laS c? and * alent despite soar throat 

direction and lead by Kalvam Sha^m a Unde I. he nf? Subramaman who accompanied the 
w"h her students Janakr!wa2 a Ch0r u S a solo H^' S °/V he Vlolln P aid her An l al1 with 

Raian, Ganga Ramarhanat^ R J? nuka a sol °- He r confidence and perseverance as an 
Santhanam with the aernmna ■ and R ac *ha accompanist and soloist would take her a Innu 
by Prema SundarUn ^H ^Tt* ‘ Violin Way ' but she requires to rim her R n 
Sriram a ' esan a " d Mridangam by “.^There w2re many ph'rasings in 

1 s. 'earn presented on which' 

the' a^tSTkrteS (Abheri > was good 3 ^ Nadal0luda '- Na 9 mo,rnl 

N-da B-ahmami^-^' Banjul SacM^eSS who 

' 


showed some competence. Aparna has talent 
a hard toil should yield good results With 
practice Ranjani would acquie voice stability. 

From general observation of Aradhana 
concerts one factor emerged, that there was a 
preference for rare Ragas, age and training not 
withstanding. And often Ragas came off in 
colours borrowed from allied nuances. Bhairavi 
in shades of Mukhari, Poornashadjam cast in 
Reethigowla, Hindolam in Dhenuka, Arabhi 

g oing Durga way, Suruti sprayed with 
evamanohari - were some pointers which 
necessitates serious thinking, especially in 
teaching methodology and voice production It 
was also noticed that youngsters with voice 
felicity and range tried where angels feared 
Flying darts, sizzling Brikkas battled the 
connoisseurs while commoners 'Wah Wahed' 
the feat. All these require a separate column of 
discussion. Could someone think aloud ? 

In Purandaranjali (15th Feb ) three major 
music institutions represented - Susheela 
Mani's students from Bharatiya, Uma 
Nagabhushanam's disciples from Mysore 
Sangeetha Vidyalaya, Dombivli and 
Shanmukhananda's Savitri and Aparna Sastri * 
The trend here also was to cast the 
Devarnamas in Janaranjaka Ragas like 
Kalyana Vasantham, Chandrakauns. Bhimplas, 
Tilang though a couple of time-tested Ragas 
like Bhairavi and Kalyani also figured 

Where artistes with some performing 
experinece figured, they seemed to go light 
music way putting the Devarnamas in a frilled 
mould, and making melody titillating. It was not 
one's vocal acrobatics that was expected here. 
What was required was a devotional mood and 
a preise rendition. 

T. R. Balamani's disciples dominated the 
Papanasam Sivan's Day*, and they were all 
reported to have been uniformly very good, 
some excelling with their individualistic style. 

Another of the Vaggeyakara Day added to 
|he celebrations this year was 
Sankeertanacharya' Annamacharya Day. 
Hailed as the Pada Kavi Pithamaka, 
Annamacharya's was a landmark era in the 
history and evolution of Karnatak music and he 
w as a link between the Bha|ana Sampradaya 
|od classical art tradition, upholding 
Sankeertan as an early form of musical 
worship. From Annamacharya to Purandara 
Dasa to Bhadrachala Ramadas lo Tyagaraja 
goes the history of musical evolution especially 
ib the forms of Keertans and Kritis. With all the 
devotional aspect in tact the compositions, 
whatever be their nature and content, were 


gems of great musical quality admittinci 
mSn eS h l°H lm r ViSati0nal ,ace,s should the 
expression aCUmen ° f vision and 

trained '"if!? 1 '" 9 cerem ony had musicians 
trained under mentors who have been 
instrumental in bringing on to focus the rich 

viz "Tann 6 WahaTft behind 

VIZ Sangeetha Kalamdhis Dr. Pinakapani 

Knltfrf" 1 Ananthak bshna Sharma. Nedunun 
Ms h quSn 0rthy V Dr Ba,a murali Krishna and 
comifrisSri 9 Go P a| aratnam. The repertoire 
PaKten, I,,, W T Brammardokkale, 
Palukatenelatalli Pavvalincheno (Abheril 

Padimn (K ^ ra Lh ara , priya) o Brahma Kadigind 
rKhlrSiii m U // han Srmgara Moorilhivi 
(Khamas) Nallam Vegmi (Poorvi Kalyani) 
Alarumu Kemya Adinale. Kala Kala Kulu Kulli 
Alamelu Manga (Sankarabharanam). Indanki 
Abhayam (Sankarabharanam), a rare Keertana 
on Hanuman, Annitanenupari Hanumanlhudu 
(Kalyani), a Lullaby, Achyutananda Jo Jo 
Mukunda, >Muddugare Yasoda Kuranji), 
intakanteghana Ikaledu (Suruti) and an Uyyala 
(Madhyamavathy) Sharam Sharanu 

(Senchuruti) etc,, 

Some of them were familar, having been 
sung in many concerts, and also visualised in 
Kuchipudi dance recitals. Some were in folk 
tunes, especially those of the festival songs. 
And in folk idiom, one learnt that 
Sankarabharanam admitted of Kalsiki Nishada. 
Is It the same as a 'corruption', come to be 
accepted in practice in Mohanam with Bilahari 
touch - often found in Kuchipudi music ? But 
the tunesmith (of Indariki Abhayam) is Dr 
Balamurali Krishna. 

The Keertana on Hanuman, tuned by Dr. 
Pinakapani, though had Pallavi and Charanas 
only, had the structure befitting a Kriti. 

The musicians, Sundari, Padma. Girija 
Seshagiri, Lakshmi, Gowri Mohan were all 
classically trained. The Sankeertanas were 
outpourings of a devoted soul. Should their 
rendition be from script? 

Young Meera Mahadevan (Violin) toed the 
Sankeertana soft and subdued. The 
percussionists Raghavan (Mridangam), Sekhar 
(Ghatam), and Venkatesh (Morsing) were 
overenthusiastic in their strokes deviating the 
track from a devotional session to a concert 
recital. 

One point the compere Tyagaraju drew 
attention to requires examination, that 
Purandaradas met Annamacharya'. This is 
perhaps based on the 'overdue emphasis laid 


Yide list attached at the end ot the column. 


by Annamayya's grandson who said that they 
met at Tirumala when Annamayya was at a 
ripe old age and that Purandaradasa imbibed a 
lot of musical knowledge from the elder 
Acharya. 

This has been contradicted by researcher 
on the Sankeertanacharya who observes : 

Purandaradasa would have been only nineteen 
years old when Annamacharya passed away It is 
well known that he was usurious money-lender in 
his youth "Navakoti Narayana . whose miseliness 
nearly led him to uxoricide and ultimate 
renunciation Purandaradasa begot four sons and 
one daughter before becoming a Haiidasa. In a 
Devarnama. Mosahogu, he states that he wasted 
thirty years in pleasures Purandaradasa, or 
Senappa as he was known prior to renunciation 
could not have beqotten five children and amassed 
trine crores of wealth ere he turned nineteen - only 
after which he became a Harida^a and took the 
name Purandaradasa It is unlikely that 
Purandaradasa ever met Annamacharya One 
scholar writes that it was Seenappa who met 
Annamacharya at Tirumala and that as 
pre-Haridasa connoisseur, he learnt from 
Annamacharya This solution is untenable, as the 
refrence made is 1o Purandaradas, by 
Annamaayya s grandson and not to Seenappa 
Anachronism is evident and this myustery remains 
unsolved." - Vide "The Swan Saint of Seven Hills ' - 
By Dr. V. V Srivatsa in SHANMUKHA, April 1993 
issue). 

* * * * 

The month Margazhi (mid - December mid- 
January) is a month of music where the 
devotional strains of Alwars' Pasurams enveiop 
the air The Pasurams also known as Nalavira 
Divya Prabhandham belonged to 7th - 9th 
,J h o Se Vaishnavite Pasurams 
BhfiIr e o wl h Saivites Tevaram kepi up the 
mn?r k ' Sanr,eet ,or lon 9 and continue tohave 
their sway even today. These hymns are not 
only rich in philosophic ideals, and devotional 
X iT" ? musical structure 

sSyg-au fci-ttasf 

cmece and art nuances, and have throughout 


helped evolve a musical system without losing 
continuity. 

And such Pasurams were presented in new 
light in the month of Margazhi by an 
Octogenarian Venkatavaradhan in Sangeetha 
Pravachana, assisted by Parthasarathy who 
compered the crux, rather the 'Sthayi Bhava' of 
each. 

The two - day music session was purely in 
classical mould and the themes were Andnl's 
Tiruppavai and "Navarasas in Pasurams". 
While the interpretation, rather the English 
narrative helped one have a peep into the core 
of the hymns, Venkata Varadhan's musical 
rendition in a concert fashion brought forth the 
rich classicism we should be proud to be the 
inheritors of. The emotion, the evocation, the 
grandeur, the grace and aesthetics of Ragas 
rare and Ragas of all time great were brought 
to focus by the Vidwan and to keep the conced 
tempo intact he had cast them in varying Talas, 
and Gathis. Despite his bad throat the second 
day he gave glimpses of the 'Navarasas'. Such 
was the vitality of his voice. A session worth 
listening to. 

Keeping up the 'Embar' tradition of 
Harikatha , his disciple Aravamudan enthralled 
the audience in March with two themes 
Srinivasa Kalyanam, and Krishna Leela. Both 
are familiar subjects, but never stale, as it is in 
the artiste's exposition and musical innovation 
lies the freshness’ and listening pleasure. 

Endowed with a rich voice and fluency ot 
language and interpretative acumen 
Aravamudan who in stature too was towering 
like his Guru Embar Vijayaraghavachariar qave 
greater importance to musical interpretation 
supplementing the Pravachana with equally 
melodious intonation. That he would make a 
3°° d ?, rade concert artiste goes without saying 
hsteninn e r aUdle i lc L ? !, 1ad rich experience of 
enuciat?on 9 Hanka,ha and a fine musical 
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Purandara Dasa Day . Sangeathan|all - 16.2.1997 


6.00 - 6.30 P. M. 


6.30 - 7.00 P.M. 


7.00 - 7.30 P.M. 


7.30 - 8.00 P.M. 


8.00 - 8.30 P.M. 


8.30 - 9.00 P.M. 


Archana, Pushpa, Rekha & Srrvidya r 

(Junior students of Smt. Susheela Mani) 

Sowmya & Gayathn 

< From Mysore Sangeetha Vidyalaya) 

Smt. Usha Srinivasan „ 

(Of Pazhani Vijayalakshmi School) 

Lavanya, Chitra, Sheetal & Rohmi . Gr0UD Sir 

(Senior stundents of Susheela Mani) 

Smt. Savithri Sastri & Kum. Aparna Sastri - Vocal 
(Students of R. Sakuntala) 

Kum. Veena K. Murthy . Voca | 

(of Bangalore, now under Shri T S. Anantharaman) 

Accompanied on Violin by Smt. Parvathy Shankar and 
on Mridangam & Ghatam by Krishna Kumar, L. Shankar & 
Sheran Appu Kuttan-Students of Shri T, S. Nandakumar 


♦♦♦ ❖ ♦> ❖ ♦> ♦> ♦> 


PAPANASAM SIVAN DAY 23.2.1997 


Four of the six participants were T. R. Balamani's disciples ; 

B. Vidya, Kum. Savitha Krishnan 
Smt. Lakshmi Rajagopal (the elder of the Matunga Sisters) 
and Kum Lavanya Mahadevan 

The other two : Smt. Padmini Vijayaraghavan & Shri Sivaprasad 

Accompanists : 

Violin : V. Anand 
L. Shankar 
(Student of Nandakumar) 
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PI SHANMUKHANANDA FINE ARTS ft SANGEETHA SABHA (REGD.) 

U «... ■ «° ° 22 ' "»"* 409 !2 " ,a07 8888 

CULTURAL BONANZA 

. Spin, Festival o, Uric 


ZSXXtZ ■.««&...» 

Sangeetha Kalanidhl Dr. N. Ramani 

Accompanying Artists 
Shri Delhi P. Sundararajan 
Shri Mannargudi Easwaran 


- Venuganam 

- Violin 

- Mridangam 

- Kanjira 


D^Ramani w'l'lTfeTcitalad by our Sabha during his concert on his being conferred the title 
■Sangeetha Kalanidhi" by the Music Academy. Madias, at the Dawn ot 1 997. 

Programmes Co-Sponsored by : 

INTER JEWELS (INDIA) LTD.. Mumbai • 400 096 
K. G. K. ENTERPRISES, Mumbai - 400 004. 

REVASHANKAR GEMS LTD., Mumbai-400 004. 

Venue Indian Gymkhana Grounds, Matunga. lylumbai 400 019. 
Hindustani Vaggeyakara Day Celebrations 
Vishnu Narayan Bhatkhande & Vishnu Digambar Paluskar 
23-3-1997 Sunday - 6.00 P.M. 

Pandit Sharad Sathe & Party Hindustani Recital 
(Shared Sathe is the proud disciple of Pre-eminent Kalakar Shri D. V. Paluskar 
Harikatha Kalakshepam by The eminent exponent Harikatha Ratnam 
Shri Kalyanapuram R. Aravamudan, 

(Seniormost Disciple of Shri Embar Vijayaragavachriar of Yore.) 

29-3-1997 Saturday 6.00 p.m. Srinivasa Kalyanam 
3-3-1997 Sunday 6.00 p.m. Krishna Leela 
Venue : Shanmukhananda Tower - 6th Floor Convention Hall 
2 • Day summer Fete (April) At Pandal On 19-4-1997 Saturday 6.00 p.m. 

Shri Madurai T. N. SeshagopaJan - Vocal Recital 

Shri M. A. Sundareswaran - Violin 

Shri Guruvayur Dorai - Mridangam 

Shri V. Suresh - Ghatam 

20-4-1997 Sunday 6.00 p.m. 

Shri M. Chandrasekharan & his Daughter Smt G. Bharathi, Shri Guruvayur Dorai, Shri V. Suresh 
usic Competition Prize & Scholarship award distribution by Maestro Shri T. N. Seshagopalan 
before the commencement of his performance on 19th April at Pandal. 

2-Day May Festival - 17-5-1997 - Saturday - 6.00 P M 
sa, Peroli. Sahitya Priya SmL S. Sowmya . Vocal Recital 

( senior disciple of Dr S. Ramanathan - a Star in full glow) 

Shri Embar S. Kannan . 

Shri Neyveli R. Narayanan M j 0 

Shri S. Karthik -Mridangam 

- Ghatam 

Shri Sanjay sub, . m . nl .r ,997 ' SUnday ' 600 P v m - |c 

Sh^Teuppa^ada?^ VemrighTv^ Pa ' an °' GNB 1,ad " i0n and an ° ,her S,ar in ,he Limelight) 
Shri R. Ramesh ' Violin 

Shri Sriram Subbaraman, Mumbai -Mridangam 

venue Indian Gymkhana Grounds, MatungaZmbai 400 01 9 . 
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S. Seshadri 

V. S. Amarnath Sury 

Hon. Secretaries 


iSli76]h)6urr0) ur-.d£l rfilggujLb"* 

By urduf srtw {ghjnwrBrrpm 

LrtfglluiTSicrtTg) GweurTLB&etT, “Q^srrarr srf^rrw", "er80rrrrrrLD eSlgiULu ' , 
“ l 3 rjew)eorT& ud@ eSl^ruih" ^Sku ^pssrgp §)stwT prTua,rii*even ^tuprfiiusjrr&a, 
Q®rfhu eo®Sleisrp®i. ^jth^peisriSl^jLCi iSlrjeyr)eorT0^ieis)i_tu eoijeorrpeisrps, aknyih 
$10 pm—aiLC! ereoeorr euersr&uSlegiih ffipunptry erSlemii®Siewp®i. 
&&G&rfi&,srflsb (Lp^eisr (tp^eSeo um_uGlun)iii> “yaf aremu^lersfl" (QewerrrrrTei^uf.rrw) 
ereisrp &it00esT(Lpib, ijj njtTLD ®u(Lpeo®" (Qeruerrp'rTei^isprrLb) ereisrp Lcniiff,etT(LpLB 
(Lp0ei3ev 2_erren eolpmuauf ■ffuffliL/w. (^iniSluSleo s_ sit sir iLtii&stT(Lpih 
“iheirr go/ still — £f) (rf^lGl^errevrerr), “rrmjmorr ^6&snsp&)rr&," (^erv/rGerjiii). 
“eurrerv^G^eviuesfl” (&eoiLnremfl), “eorjj0&sr(Lp” (erveygrremn’) “^eveoGrr" (^evfiirfi) 
“erersTeusi ujsu (jfjevrTLburf) Gurr eisrnri ej(Lp stl _( 5 ) 0&Shj LDpp &fr0g>65Trii&,erT 
eoLpdSleo ^jeoemeo. ^l®Lcem0^lev 0rre<3 a;i—ispujeyueisr, eunr§)da,u QugyLC 
“^esrp&tUj ^ssrp^LD ^Gkumi’’ ereisrp urri—eo "iSirreimeorrfr u&SJ 6 i 5 )«§uj”< 9 ,;- ■ 
S-errerrG®. 

^pnjrri— 3 iii> 5 ^rii&riigrerr Glarrsmi—gj. Srfggesrrijarerjjd® ^jesruiu 
U0UJLD, eu&etsTLD Qpgjefilujeupemp ^jiup^liL/erTerrmf aeumBaerr 

ngj sum 

“evnfTLCiQevt— veorrgj eypmiiQepLL pm^anii 2 _strart_rr erehruif. £g]rs/ 
pp-ffiiduD <3teu&mjLn ggjeisrrfilGtu LSltjeypeorTg pm^anis ^jujrii®m -= 9 /^ erugemga 
&rremr 5 ileisrGprTLb. ejeisr ? enfll rr emr ru 9>S)Lf und^ryisn.^L- r 5 firt_<s 9 >»> 

Slemu.ujiT®j. 


^lujtr®0ii (Bir^lLiLD©ii 

prr^LOurrf Gurfleo $esfld Srf00ersTriiff,en g)(rew@ gfitu p^iymer, 
aeumElam. “usf prrrrerSLD&jn" (uev rjrQffersf!), "prrsrSrbeyr) (iSleoogjrfi) ^ r e 
G&tTetirii&fr prr^LDLDiT Gurfleo uirispiu0rT0,& ^rpuu®G!imtr)§i. 


fBliurT&rrn-grf perTeupn-rniiaenetTU urrupnienerr “$m gmrreuesr" (yy. 

6T esr rr) f§leiiuu prrLodiSrf^^einesriiSleo ‘ r^rreynrfl evtiuu u rr up il/ err err rnr. 
Wor^ 1 CT «tt) ur&*rj0®m* 8&&*rfi0* "urru y 

- urrZri, ermepim rurr^mru “grretT^Tu, 

eretTro ape, erSwp^ Sfr^errr^eo ! 

u&LpZ" - Gurfleo ut&uSleoeorr? ^ f 

ld ( 9 » d&errterr creirgi* urT^ararrrm. ^ 

eSlguj"£§iGeoGuj ‘'unerrfjlxevurTemijrTLD" erersrp arriSl &rT00e rsrps- 
erShJDeyr)(Lp" ereisrrp ^evyiafzIrgrTrf. 

WrPoj/T Arc viru - 
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OunLQn <Ja™*UT™ 

Suj /r«(r/r®/fl«r «/> m*#***B*’ ^ mrTe0 eu ‘ u ^ 60 eP ^“®“7 

Qu JJW (UuAs^inrw .ftnhfiiH** <**&*** u***™ opnpuSln 

SjLte m-A-^kp «*<*• QuHOL^ritoinU?* rs^®V M 

®a/^©«nt-<u ffrr<-dni> «n*9* w*riuiLj-0irf QfiifUueS* >™ev. 

uitsoj# mrirnw^^lw ®_imrr ourfoirp 

iSlrr a©«u/r^ *tiji@iTti>, uifiLSl^l U'XrrtT'Tggv*® nauLSlrrmunb 
e.uG$ff>i5&(3erf>itJ urr*su$ qtrirem^eu ejLprreugi ervar5$$Sjleo 2-enerrgj. 

0gi T a_i_«r iSlro^eveisrrrSiiu ^jiremujiTL^^etn&sT emjrP Gl&rresTpgrrev 
air)rfhiS)6<ifh—LD iBas, Gieujryut-ia. Qarrem® ^/euemesru ULflat&juuLfil eurrrii&s, 
G)xrremisf-(i^!i^rTeir ^ijemiua&lLf ijlrrLDStnetsT GpjrrafKl ^eueitr s>euih 
Ljrfhu# Q&eisrpGurrg,! £g)/5j§)/r6ijr jqeuernem—iu it>es>esr&Sl6<s)Uj& fftempuSh^L^rrasT . 
«0o/j)nS(5^^ «£, f6i/(S5«@ prrrT£iT pn-p-rriusm LDi5§lrr&6<n& 

8>ituu&$e$l(nj$$ iSlrreimwrr^&ST ^eveyuGg&gangu Qujpj^l&nrorrekr. 

&eu&,&}eSl(rt, tf,g,i ^(^ldlSIuj <^rjemiu<f,&\Li geisr $m—iq_€u “emrfietnuj lurr^ih 
6UeSVTlil ff»8> 8n.l — fT0/. ^€VT€V)&StGuJ 6U€MTlEJ3i G 61 / 6 337 (/p Uj ” gTggTff); ^£Q)6W u5)l—(^} 
^PI$druuf.Guj fhL-if,g,i gjtnSlminsii. 

90 j/reir £«r emLDijgeisr Lflrrevrjevrr getn&rr eurreues)Lp a l a,i & gsisr ldu/.uSI(i^^^I, 
“$ &tj)tp$eo @rD$geis)g& Gl^rreo” erehrny aSlesreu u>&asr, “ui&sfl^if apugeisr 
utuesr a /r>rfhi5li_w ^eisrLf yg ra) j 6 u( 3 g” ereisrSlprreir. ^jrjemius;ff)i_i G)eu(&,6mr($) 
«W«ugy*0 jeueu (tpemiDiiSlev api5\*(§ii>rrgj uswsfl&SismrDrrmr 

^evrrec dliraiDevrrgG&irrr, 

&[T6Uioffl w &&8>g6BiLi) efleiy/G&svrrr: 

6n)LAfxevGTib urraj GemeveisTLjD 
^frff&ennh 6urB&>6mjD &, rrewiuih 
ervaiuih iglGeu^esnc 

§)$ i-IU)fiVfrrriSlgrr eiSleiftGlenrsrr 
u«g) ; G<y0 i&eijeU'9np6mrr" 

ptvnruug,, g) ^"T urT ®™gl, 

VaitOLjrfisu£i, T r , . ®’. ' 3>fT/T9 ™ f *’ Lfifleii^i, euem liitgeugi, 

9 *mi «WMrgi ,# W i, B GW ^ , ' nju "“ Qa^/jssu srcirg/ u*puirrmTgi 
I ^0®«W0n r «r. eiT €S)8>GS)Hj& &>&j)L-ULSlLq_ggj r5rrrrrruj<oVisT6V)6VT£ 

LfitifsrQux) mi 

SigSiiJ iSIrrajofurT# si, svr aSle * TeiS, 'u , 3urrg/ih u&nipujuisLGiu 
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ujrrfmevreniua Qnrrmr® g) L ^ Q^em® 

■Qeiugiifi, ^nSevjzmerf)^ Q^rreo^rr^i ueuft^rreir ^mf)uj^u 
iSlrreMDevrr^&nesr gfteveiiQiurTmgiLD Q&ujuj (Lpuf_tuetil(uemeo. 


aisj-at %& 

^esrrrec 


& ffswflsu 2 -en err rr <sm rr ?” eretryj 
^wsflGticZOSl per®*,* (iprr$$ (Sgrrmrfjl 

ff»fT . 


™5l!Temiu*@Lj iSlrrine^L_ih eurrii, G ff , L _ l _GurT 3 i gen*® ^^rrwjiL, 
LfiQZap&rTgULL wrremib &,i_rrgi; uaed^ju, <hi_rrgi, gJcraSgytii ^^rrgj'; 
&Si_i±gULL QeueifluSl^jw s^L^n-gi; ^airiu^guih 

Sn-i—rrgi; 2 -u 5 )(ffjerrerr QunrQtjefrrreyLD «li _ frg/, s^uSljpp Qurr^enn-syiih e^t_rTgi, 

<oT &S T JT)I lBiEHiEF &ITU)fT^§dlLILDrT&i&i 


LDStsflgasyib g)sbsufiTLDsb, iB(if) 3 i(ipLD ^jeDeorrmeo rbtTgUliLD&srrrag 
G^rTeisrrSlesrrreisT sw)rfl; (SgmsisrrfliLi Gpijiii u&eyib g)«uem«u, g)(7oyLb 
,£1 {]>§)) uQuiTQggii; GlgirreisTrr)gi &?i_L!j_g^/Lb ^jevemev, QeunrfluSleviui g]sb«nsu, 
eurru 5 )puisf.uSlffO, y^LBiL/Lb ^jeveviev, ^j,, 9 imu(Lpih ^jevmev, iscr£h]bLC> (Lfif^^luSlsm 
&H 6 mL — u 5 )ev; n> 8 i&)§ilGST it si) Q&rreosv LJLn^L_rTeirr ; even (ijeugrrw 

a_iiS(0S)T errgi/ nj&ib, QaiLif sr(TH a\g,i 6iSl®eiia>rTeo SLiiSlrrin inM LDiT^uj 


eufilrr ewr ujemesrffi QarresrnyiJIisiT r^rrS)unL^Lpfr^^i iJlrreiinsvrrijieinem ^/0®sv 
“s.6n r«0 stswsw surrib Qevei iwQGlcut, G««rr” ermjgj Q&rreoev 
i 5 \ rjew) evrr &i6isr “ eu rf gj an g> a Q & rr ($1 Sj&i] ereire Ttevr sjurntpip (jfiuf.iuir^ti. 
^emsFSHsrfl&Sld^rSi^j ail(fy}0emsv(ouj rsrr evr Get temQieu^i” ereisrfilprrfisT. 


“ueurreisr Glc aevi uagrTGsrmiD 

emrtGeue^imh lSIct^I^u “urr&eijajib" VII • 2/” 


grCTTvn; LSlrrem eorrsnsinesr LHaeijUj Qld&@Iu L/siifSiisrprnf emrfl. 


^luirsirirgiflcir a«m^iu«mu)UL| 

sir Qgm_< 9 ,&,g&$ev ^jrremuj<T,fflL/ fdemi—iLUTgj; ^jjrn^luJlev 
iSrrfflLbLDQ^tii fflaifw inrrsgj urrLDLj&efrrreo LSlemBaxf-uui—tj^s, sn_edev getretTuuQih 
iJlrremevrr&iisisr ^rreisr pm—a&i Qg>rri—s;<3i0$ev G^n eisTjT^iS&STnjrrsisT. 

astn^ff «0aasLb 


(J0$<u SIlilAU) : 

Q&m_a,ff,&§leo utf rrmn^^rr^rr^, etfeyeii&GervmrT, errerveu^ ^®uj 
Q&>iL/6ui£i&;6B)erT evemiiiSl, @([fj£iJrT&hu rf>rrtr &> (Lpenfleumiju Gurrprfil, ^isn^a>rren' t , 
‘-irrr5$!T&rr6wrt, rrrrLD&rrervit, urT6m($irTiii*rr, pmc G^euif, (QiresrG^eurr, 
ewew^ewr, giuG&euir g)annrTrrmb, prTrrmuem $rr&$rr Gurrmp prrervrr&emefr 

glfiil&SleisriDrnT. 
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o . eurruSlm&rruCSuiT eisr '‘eurrerv^G^eurr" sreisrg] 

®iT™f)ius®L,dleiT 'Qenmrulm Gurfiev u/ribiyaornw 
Jr JSL™ «_rf* 'rfruuQSlpimr. ,<y*&r 7rr°gm ^™<xr -vOuflpr 
wemwamtQ 0*™®™^™- uir^erftm $is, & u> 

qL*!® « 0 ._<M'r ^en^prreir *L-M7*m. 

aBawi g^Sormg /. L5lcr&D<MrT$m *QPfi@7, 7*%™™ suemisiS fiatHknuj 
e-uiriug6ts)g& «sSJ /ii>uif GaiLStorreir. snorfiemiup gi§jlg($wuip 
8 yjgglrr pirggebr Q&rr evSesrprrem. 

$<jesttuiub 

L 5 )frew)suf 7 ‘^ 6 W emiflemiug gn$&&iliD IT ehr- 

^ uG u rrgi an su(g) sot i_ g g) siS 0 / 5 ,gi 7 [5 it 7 &>(Lp <osfl en it eu (ijj &) rg rr it . 

et)en(gemi_g^eo $rr 7 muemeir eiSleniii(^Lb es)euueu 6 iev)&>& (^iremsflemauSlev 
GfihsiT8;(0)Sir)rnT. iSlesr 6 HT& evLL&LB&f&jiii sunffl&t&iib 151 — /j^> &.6is>7iLim — ssisv)® 
Gi/rjiStpiTiT. Qigrfl iSl 7 a® su it s, esfl sir ^esriSleo auLQem® L^si/sugj 
aitreS(!!)LC>L 5 Hugs) 8 )tLiin soL-giB ^emga, g®S>a>iotng>iLitjD, egprfl ^su(str ) gi(& ) & 
&LDrTgneBTUD QaiT&J&$U LjpUUL^L^Smff,tLjUl < 9 ^ITIlSllWTlf T,mj8T, (Lp&sfl6\]lT . 

opstr/p/ub siiiiaib 

"ipiT7iTiuem6S)eisT9i arremrrs, gemaea er^rxg, LDevfraerrrrGU L^iamrrrT, 
an&aen ergp^ qa,Lprr g r$rr ergrpts," er&srjpi urrQ&liprrsisr LShreimevirgeisr. QjeisrevuiJD 
g&rrl anrsiSlevemevGuj eremjpi iSlrreimevrrgeisi (Lpit&fFl&aisijLb, 6wjrfl ^evsisrfLpem 
Ggnesr§ . s/sushot wrrfrLjT) ^eme mggi& Q&rrerr&lrprTtT. L5l7®jpevrrgeisr (^eisrua, 
*l.si9su glen engg, “«j / 5 /J -14 Ggrr(Lp uevGiMir" - ereisresr genib Q&uJGgeisr 
ertirjgi urrQ&ltprreir. 

$7 sir and sitiiaib 

^SiDeorrfifmm Gprr*® “e_siij -« 0 Geneva l^uj eurrniiae merra G&err; 
u&rr Seu^rn 6T6 * r '^ ‘Jl7fijDSU7geir “<®oi_/«<5<5 0 srgVflsb S^/t eisTjrjjuiGurT&ri 

gurretfAg, geer.^^n Qff ™ euQuj Gurrgiw" erernfargrrem. gesrayenGerr 

Stfonto suitgm 

Loempiutyu} ^enein l ^7evpevrr gersf)L_iB(th gg,l ewifl 

Qarren&rprrein. euptfhn^ w - ^*® r ‘ J A£f® r gev emersr ggrr eisr Qrprri^i 

LSl7eyr>evrT06iir Gurrirenii^a U ^ U> . ' ^rriLS)tu&fls,^iiT)rrn9,en 

^®g) 6 u ftPg)®g gimerratipn-em. gsv g)sus v$gi* & u 


utiGjurr® mrfkvuj ^ 

®^ SSr ; Cy)SlflS1,rr * STr ’ i5frjr ^ rr - ^CtP^g)£T rrrr gOT 

(^miu &s)i LD 2-£UJLnrT&)rr)nr<om. 

/ 5 /Ti_«g@si) urr&glrriiiaerFleisr 8u ff * ^suld/t* ^dn-CTr^ * L , t 

aem&emuja; *,r)jeugi erreurp tupgi (Rash-back technique) evs.iuirenuuQeum^i 
^hurrff.7^(3w LSjrfflfflsufTisgysmLiu Gue* ^suti ^ojsw gmgpen^uj 
svuSIrprSlev «®«u/r« eueirtgihGuirGg rprrrr^ * . 7muem s>. . 

euemiiiSliu gGsresyssr &S7emuj3i&)n iDemwuSleSlfip^i a_ 0 Lli_^ Q&ujgsm&i, 
yi BGp&Sl ^eue mevrs; uj it emevra en rrey ii urriiq.ssrrrrg^ 

£tfein’L^g$UjetngiLiLb GlgrfletiaUdrgrnt. 

j£)iuir«irn'g8©ui iSlirfiioawir^gijii 

LSl7e>jT)6Vrrg6isT ^jemipsi lemmfz urrQlibGurT^iijD, ^euemmu u' 

eu(ip^u urrQLoGurrgiLD SilujrrarrrTgjrfleisr {gj&ujLb speSnjuemg.Giu GaiL&larrGn); h 

“urr&eugrT3i<3Ferv(njevtg rsrrrrg 

ucreyoeviTg urrrr&rr rrmn^rrem^^i" (• &<sdgnLi<xsTQ t _ g ?6t 


“^/su^rr© most a, afflL/ /Stemri^iT^ 

«Fsu(ip GgierS erv -*g/asfl sruasu unr ■ 
gev Glut— i— & LD^Ietsfl grrerr & 
tfeviesu^asT urreimisvrTgi Q&rrrT(g awu(Lp 
QevrTuevspiemri—a; Gevgrr lumffgl Gg((£i) 

“(Lpapi (SeyDLD a,ff)Lj urrgeo emeufilihuGeva 
(ysrretjQifl luasr trmA&ggrr 
TSTiieyGgrr urreimevrrgi empgrru 
cipevii f£rr&&l Gtlewenaiu GiurreivSlssr rrmL&ggrr 

“fflrjjg $ir&£l LirrainecirgietiPuCSrTrTfflasr" , 

“^ 9 /so grr® iSlirggiT aneurfl urrevieifl 
uSgrrffl^laSr 

“aasraa;fflLiew-°g girrrg jyiiL/(5 
ueuasruiySerii urreu&ggijgrT &s, 
erv Grrrrgg ueu L^erv^rr evrnevi 
urrixiurreneirevi. agiiyi. frr&eugigitl 
au>evueuen>-"8;(yi ervgrrepiuajevi ana, " 


^‘eTggigir^emrGL-rr ? 


('rLpeiTeeiirrrrevem" • Ggrns).) 
(‘grrrrgi (g^eivevmB" - girurrfr ) 

f'grflgrrqGeva" - etvrrGeurfl) 


(“er pg^pcr" ■ ytf 


“emaGiev&eurT urreimevrrgiTd *grreQ(S& sgemresra, 

pfigBCSsmsm i_ uGirrr^Geu giurrarrrr^O! ititW f‘urfiiuiTrFaw7’ - aievervug, 

"uieisTfjfieer $gj(ipa; giinBenreurnff 
ujotctu-” G)«/T(6ja"L/ usu ujrr&ltQ&arriT - 

gepia aeniesfl (SgierS&ir $ iSIr^gllg _ 

8,em3,8,S)Tj etv^gi® en maJpagrr" 1 “ VT,Tj> ® '’ 
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uev tfr&toirfimanJ urr^enenrrfT geuiTiBff.en. 

7fir , ugo evesiffg^v ^ueuLb ^Ltu^qib MTtmSarQpirui. 
fiHjiSU *rjr* MMOfi**; piurr^rrsorr prm^rr* ^eurrgg 

aZJ»® -prtr*m ^ lB " **** *'w ra '« ,nOTtJ 

urruf-iL/sneiTn'it. 

“fiWuwrrfw m*> Q*T*fl<w»-&j” (‘iJiiriT^WGun" ■ LSIeoewrfl) 

■wu<t uiipmiqtb pcreioglP sm-°*u)rr" pfi&ffiTtiO” ««uiL//rsmrf); 

LSIirejjj) 6 V'T 0 g)jiii njrrfraemeiT U um—mneo pirixirujessTesiesTGuj ums^esriresi , 
fgliurrsuTirtg^LD “prraQsrrem® LDiresfluii, uitGl-gst" eresrjpi Q^ilhsiilditSuj 
^ rrmuGstesiGuj uitis^gsttit. 

^jestpeuGsiGSTg gsssTL— g)6iTL0S|)si> i3rx&jr,60rT ff6sr " r 3}esrri,ff,iD u^GGipgiLb 
■j/Qujain/'’ eresrup uir®&l6srpiTGhr. fgiuirrffirrrrgoii' “^jp^ ffeirresr ^esrp^Qp gjlB’’ 
(LSIbViunifl) «T6irp uir^SlGsipirfr. 

jglfflWff rfljDUL) 

iflf Sdiurrau iBmhwui gjupo/rflaj gesflg &ir3jg<stTi5igGrflsviLD iJlp $)6sig 
HiTL-xiii&erffQiui g)«u«j irp ffhsu rxrrff.iiiff.en “ iJIrr&jnevrrff ; u«!§) eB^uj’’^^leo 
Glu/i^ieirerreiir. piraffrrpprrrfl, uixff; ^Sluj rrirffiiifferr (^^ui3u.^^ffff,es,eii. 
ffemiL^ireiSIbV s_enetT uuiigGiTic, iBffg g, es, suil/ es, t_ iu gj . s^pffsu 

ffiinSirpiruj^^ib LCiiiffieiTwrrffiu urr®sugiem<$i. ^uui^Qiu g^sar ^enri_mb 
^vapjglev CT)«u@«DT 1_^€S)^ euitcmsflggj prrrx$rr urrQeuprTff; sLerrerr 
s_pgGj gihiSrx^rruj^ )eo urrQeugjem®. gto^nsu mirror u 
unuir^iruu^. g jg^itessFles,* um_uu®u> Qpes,p prresr u^uLSlggjmm 

ZZuZn **”*> ^iSlrxprruiff, Sir^esTgerr” eresrp 

“ la " ru Q*'T®*ff i uuiLu h ( S ff ; ® m i. ^ 

S.pEsr sirs/ 

S) §^ZlGsiu,ihgZZ ^ ^ 5 ? &i 7 UJU)rr ' S£ V U) urT eyrriilffiLDirgiGijii, 

^HmunuLr girg&ZS " ' SjennumiLuy (6ufrsmQun_®) 

^Gs,u,ues>u ^iq- 6£P!& 

Urr^rrZu. »«*"“• 

erenuffUT^ui. W*™ ™<**Ufim.m$2uu>*u>*xfiao 

!$l$l M^aigj (SiMerriMirSkij umerreu D 

Lorrerreii GWot gesnuib, Qfigtujirrrxib. 
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f ru>u>«o*uu ff, Peru ^ Juasflw gtgstu^u,. urrffiM, 
aoeurritixar QjujpiShugi - Qjfa “iSlgejoeorr^ u *g) a^^go/oror 

@;fT&i&j<oVT ld <5p<o&T(j>rr) <oT<oirnr)j Qgrfiuj <sii(j^^}rp^j. 

ff.mB: 22 . M eu£l CSuierrunrShu ff,rrew(TurflujrT geiruju, : Gffgluj 

rxn-ffLc, rsrrmrreuerf) Qurrev s^enerr ••urrmflffieoujn-tmrrrrLii" Sir^emn «rurf?« stct™ 
(ipeisrGrn ewewxmjffierflev <SHemuir5gjenen£r T u5)g) J Lh u^uui^ujn-® sLiurr$gi Glow 
answer LmQeug, ugemm ffibLSIrr0mu^eu srremuuQglio*,. 
^HP&rx ff>rr rijgiTiTLb, arrffetil $ey,rrgui Gfffrggj ld urri^uu(^Shoffj. 

Qsru enrrrrsiy Lq. rrib : erveuxLBffen ^luprStiu "Q^enffnr ffifi^rr’^A i (jp^eb, 
Qlgllglu um^euffierr ff(0LLi^u3ev ^emLpfgl^uugi Gurreo gg)«b yp^gb 
urri—i—nrSluj ffemu^i su^swadyti), ^ru^lu umLi^nSiiu iMisiamfipuj 
Glemerrixxei^Ls^rr^^lev ^eisnii^ffjerren6isT. 

rflw uitl CnjffljuiT©«6iT : erv6um£lff;<gzemi_tu ffisipuj uirihueniruSImrflat 
ffipuurrff; ^emLOiurrerTLirrui. ^levsmeoerv^nresTLD, eurreorrsgrTuCSuLLetnL- erm^j 
(Lpeisrn)j LS)ifte^ ff.es, enff Qffrreveveomb. “iBrreiinevrrffi um$ eJlfyiu"fft£levierren 

G) LJ (JTj LD LJ IT 6ST 6S, LC UJ IT eST &> IT ff, ff, eST 151 ff. 6TT 6Uyiff&Zl<5\3 ^ GO eV IT 6S, LU 11X IT Gl, 

urn — rrri)ff>rrff)&>)(M ^)eu (^eu^]urrQiff.en expuL^u^^uu^GV GfihuLiiJ)eo6s,6V. 

euirrfl^lj£(g ": (Q ff, nr is^) (g^pjjin g$gv Glffrr(p)ff.ff,LJULLux( 3 uuj^i 

§d si) es, ev ero g, it esr u u it i_ Lb . LD^^liuerv^md) ffletyrrff>g>&)iGO, fig/rurr gtgstiui 
Q ff;m_iE](ff)LD um_iii spssrnpih s^eaen^i. 

Tmi) ijrnii": (prrg; ffnrij gjirift) g]^ /gi/ld &j)6V6s>GVGrvffjiTGsrLD urri^Gw 

“tynjg (ipeofl": (. u n\ff.i eumreii ?) g)^^ ^if^^Gsnb K.V. usfrfjlGUiTGn) g>ujriiffrT(TjGS)i—Uj 
u^lilSUso ^lrf\L^6s,L^ ffjrremi) GTGsrnu ffirem liuglSjjj/. g]/55/fsi96b 
(§, )ffrxff^l)uSle\) ^nes>LD[f,ff,lGnGn gwtgsstQldl L® prrL-ffpffjff.(ff)Li Qurr(ij)ff 5 £uirTffff 

ffff6ssruu(fl)&lesTrr)gj. 

“^ujij'ir6iif1": (QLcrreyriesrLn) ^/T^bV Qffrr(^iff,ff.uui—is^(jfuu^i $ 

LCffUTrxrTGDLiiTLb eBffreupnr^ cS**- 7 ^ ^Gvrr&Grr ^-peSliu uiTL-ii>. «6Tra7t_<F/TL/siS«u 
S-Grrerrgj. ^rrerr^^leo ^esiLap^ (3euG)/r>tr(iij um—<ipLD e-Gs*r(p. 

“(nSsir^irisru-"^": (evri -^Qewesf)): d3 uai piren £&>I gv 

Gffiff®ffffuui_uf-(£ff!!dn)gj. grreng§)GO Geujru um—(Lpiii s_«i>T(J). 


a/rrb Quujit : wf K.V. usfjgleurTGW eoiuiiiffrr(r^6sn^iu u&>IulS>gv ‘ ‘lSIix gvqgo it g, 
Tiffgj GBgoiuih" eresrQp ihireoiffiffu Quujit QffixQiffffuuLLuf-^ffSlp^i- 6 XI—@lj 
LS lfX^luSlei) ^eiieurrCSp ^(TT ) rT ) S^(iT l s,s.eorTUj. "tSIrx gvd eorr pGSUGmu uj uff^luStesr QeiiprSl 
gt G suru Quir(rT,Gfru($H±i "i5)iTGunGViTff, uff§< eSlgoiuLb” GTGsrp Quujit QurT(jijff>g)LDrriij 
§)0L7L/^/rsi) 0/r/O Quujit ^uuu^Quj Qaff®ffffiuuLL®6fferrgj. 

''LShreimeorTg eSlgoujLb" ereirCSp g)/5^ < ® uujr T g)0^@0‘*'** 
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&(Pib. ^j^eSGenGiu “LSliremevrrpesrgi efigUJib" eresrgj glcremr® ^/-israerflev 

ft i ft I _ UUL—Uf.(flj<9iffipi&)J- 

■‘f.i^wLijcogn $ey 0(5em(y>^P esr & S) 
eSgiuLDLifls Qanarar f 3 (t$fm—<xirrai" ■ 

-^peyenaiiiaaitmuw gKpwurr* $6metr$gl Gleuprfil 
Gs. 1 6ire7 1 alcrfiT ^/strrriu!" ■ 

&,i[<$$rrrrrTgm iSlrrenrjevrrpetnesTU urr&^gja QarreoSlprreisr. 

"tn i'.'i ,'tpsrit pLonrCScr G$ 6 yerfl 

f ~ ^ r j r . i ) .m_aj Qajjpifileinuji aeirrCpLo maaen G^ujen^ei n&> /^Lbue^lsvemevGuj'' 6 ! eif npj 

J i$npiafvtl jf,' j ?«T «7 . 

yp*ur : "LSrrajnenrrff, uxSil eiilgoimb" (tp(i£>ao/joio/ob, erServ us^ujld, 

tUdftiLc, £ Tgg 6 snb tLpmtf iepn h (yrgehr (ippev Qenerf)uSlLl^i_ Qu^eeriD ^gf (3<s.si5). 
uffiiu’TJ toiufiiairstnrjQiu G&(ff)tb. 1913^jeo ^gyenrr QenerfhiS)i_t _ “SjlturrarriTgo 
£tt#,$>mg>i" ereirp Q& 6 ytii(aj jyreiSleo g)ana/ ^ & @) i— u u lL @ err en esr 
{£foiS(puuff)ui5l6V 8rrggeisrrsjs6ir)sn ldl—QiJd Qenetf)uSkL(£ienenmf. 

&+9 uiBispums). mrrGurffenrj-rrrren “fgliurrarrrrsg eSlarrppp'' 

frnrtj Ogsyrit^gtretiev “Jlrrewievrrg u«|J erS)g>tLi” 0 g)epierren upturn, Srrppetsrih 
l(y)£«Si// FiVMrrajtDtmpuyii) Qpgyrij( 0 ) a t&srsr peisn_uS)en G)s fit^Qtenenmf 

. >i TsrsmiiuSlev a. ,«»u>iu/r«rL//rii> wf rrrr^Garrurren ^ujir ^eufr&ei Alid 
c7il®u d)jr^uSm ^$ncr$6n&* Qa,rrem® Geniir&Gu aenrm 
*Vj. Qp^jisiSlen QeuerfluSk— ® siren etsr it. Gurrrr&lrfiturr ambucipifpS! 

* Lj^lLnSlg^ierrsnrrrr. 

aiu«aBr0« W _ < u “xrretrurrervstrrw”, "^ujir^rr^ 
|S£' «U®S 0 ^ 0 rru>mfl”, warren m eo*erten “i Sipemenrrp u*% 

^JLUXZ. ********* *« *«***-* 

Kirraftfs Jte?- '* l * UIT *f G)a/aflii5)i_(parar Rare and Unpublished 
Music wr«S 6 i) “I Off ■ ( -'rp.’i HL Gl&rr@a;&uui^®enGnszT Ste: 

■?!»'"' «* <3W erap^ZZZ. ^ ■ - 

m : " ^U®* ^*rTL_LSl gorrmsv XXVIII, 

'/arrr/h ^ < 2 >$&gi peuevGprrrf &l._® 6 ts>i 


<5firi$ -iSo^iDtuns, ui,$ aS> S ujib" - 


$lTL^,£i. 
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arrervp^up^eer uev jyL.uurrrm i gZ^ulL^ 

^wnr^iimMiri^u), uwri* ^euenurmen Qurr^p^nm f, n' 
rr>eurjmiijs,eTT g) ansu *(55 «_ sir asu/j^,, tnmmoxeS^ (°*rr ■ U ^ Qu>rr ^ a ’ en ’ 

^rruwevetrGtu Mouunetr Gurir^ewrr^ib ereinp m 

^lupr&uj * 0 £W „ay. 

urruLiaj£rD&rr& ^ysngrrrnn Q&iup uremjrr l/ 0 s^ (5 ot “ £uj it air rrg) 

em&jrrLBsien . pn-gGiurr&l, ^f^LDspe^rreisfl , §,it&>aigrfl&i. 


Gimp, Qjsrrrumuairib, urr^sn^w (Lppetiuj M eo aerflwienen 

&£eurrrT££rsi 0 ;emerr ererfliu Q^iirSleo, smspefiw s_s ^eif\$$sun 

eprr 2 _ufiey,&g)sisr Qurr^emen 90 Srr^emem^erne^ib, epir ^^jevrr^eisr 
rrrrr&emei 90 &rrem&G$QjdD ^(_«©a 5 )/_« $pmmeumub$ain . 

rjrr lo rr uj em ur , urraeu^ui sm eu & erf) eu FrQurr® z_ en en en if 9 , (err, s> @ 
^lumnrrrr^ervevrTLSIarerfleir Sir ^emesr siemen eo^eurra L/rflri&i Qaaenen(LpispujLL 


■xrresrm^a; erviij&gggjleisr 72 Guien &rr pgrr rj-rrariia^tiT ^ix,u^lir)(gLD 
GurtpuL- 1_ ^ew&;rjrrT8;r£j&;erf)epjtjc) j^rr)jr)]Si&;ema;&;iTeiiT poeir ujrrrr grit aerf) evnb 
«0@«ana7 ^lurbrfilujgitsisT , ufgiurT&rrrrgierveurTLBaerT ^Gesra, pira.riia.emena, 
ajrrG>LD arouemesr Q&uJgj, ^ eurr)rfj)rr)(&)&j &,ld a>(Tj^a,en (LpevLorra ^Ipp^crLDireisr 
a- 0 a// 5 /« 63 )S)T ejr)u(^ia,^iiLfenenmf. ^j^^eirresnnujrreisr eruiiiSa, &lpuq Q&rremL- 
LRf&jiurrarj-rTGD erveumSlaerr fflppa^ 90 aaSa/ti /5/T1 _«/T^)/fluj0LD/T«urh, erven mB&err 
Qjiunj^hu g )su )<? pm^aniisienrTersr “LSlrrefpeurrg l/«§) erSl^iULb", "Qpen&rr 
&rfl&j$!i)rrLb” <^rjewr(]pLb erveumBaetflem Gm^rreiSlewTerv^^p^a anrsisrjpisien. 


g) si; a/ si) © su “ usf g uj tr & lj 0 tb in Lb ” “ p rr ld s, uj rr em G ld en rr em ld p 

‘Xi5ja>rTen)evTrrersT(Lp” erevrp Q«/rarss)t*uyL_ 6 jr ajiAgp g)api_ QajiuenLDrreisT 
^jprrLDiJlprr enema (^ippetn^iurTaeijiii, &)jr)] L^enemeniurraieyLO, afcrairrr^ayii), 
iSlrrrremrprT&ietirrraeijib, er^LorreisreiirmneijLb, Ggrryretsrrr&ieyLb, uijutJltTLtiuiLDrT asyiii 
wesrSilev urr enemew Q&uj&,i Qarrem® ejrrirenLnrresT a(jrjf£)&err ^ujprfiluj&jLDeisrrfj), 
< 9 im< 3 i/ urreoiu eniu&ii (Lp&> eo aLCirr^nuesiL^iLjiii enetnrr SjliirjemenujrTirjifilGev sufr)9>3ji 
enp^enprr^enrren ^/®0 eT(y 3 / 6 ^ 0 aflii 5 ) 0 « 0 ii) u^ap^aeurresrrr uy ii> 

3)tf Lnerv ihenfr &,&}ersf) ^lc loss) err tLjih uev $rr ff,a,etr)esr aerr ^lutprfiltLjeneniTrr 

S)tj)S)en &mfhuiii&i6rs)en Qpeirretsfh—Qi ^enif ytsfijiiiaLb, enrreoi^isp. §)0uu§l, 
Ganra^fr, ^(j^Qevpi^l^if, prrauuL^isp&ssr ld (Lp^&Siu G&mpp$niii&(en)&>(&) sSlgotiJLL 
Qaiua, QurrrLp&i ^rij&>i>&> G&ep&j§>)iT Qgiuenisjaemena (g>[fjlgr§l u&§2 urren&&j§>iev 
arbuasnT Qervenm<3\fruj &,a>i L—Stsr ^ Gesr&> « 0 ^)«anar ^ujprfiltqeirenrriT. 
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, i^jrrranssTLD” (prrLLGW—, Gl&etr emeir 
^arJeu) vrpnrwr* uguguoSI, 
MjiS, gutt irafl. \j * Qurre0 ^tvevrrwev j&Grfgigi (ifi^puSlGV 

gjiUppUUL-® 0 “O' jirT£\tfr LKGhfCTpGlSTUl”, 

Qja>ajiuesri& mvrrM U 0 ^«ni” gl^uxm 
u®*™™*', *rr *><$ ^ ^®/^| /)6i) ’ gf^ar fusuajafl, ^ugogvgiSI, 

xmrrrr* utQ/f(rs, 6 mw Gu • ' u 6 S u_uu*Grrrr* aS\Gnisi(^SmpGST. 

W-mw) aJut-aSlGO Gwajmnaerfivsr S-GtreiT 0 uau- W ^ 

__,j. “.rfrrfiur.LD u(cr\*!T&<™& eis) &” ^«®^££ OT « OT '* s,rflsOT 

aeucsfluGurruD. 

Lg tewsT** ™nrrJ]*a tttgo "yfSeorr* Gufr ^ u 

U1 ^K s**m*™z« eft** ^ apri**"” smi 

« 0 @«(« 5 Lb 90 j/rfliu u 6 S)i—Ut-i 


^lesiGuasn . 

J. ‘'(QgrrQprrrrGrr” ■ ^r. n5l - (^u*w 

2. “<s0CTJ7«5~ , i_suujiL/fr” - Gwrrrrisi&rr - 

3. "eprriiiaervrruSl” - *rTihGurr&} ■ ^&>l 

4. “;rrr*g~’Qeiii—a)” - Ggjrnp - ®u *ih 

5. ‘‘eSlsnrrrrsbrT ^/tlootqS” - G^a i*rrpprrrP - ^ jjgl 

erGoeorreupi^p^ih QurTgiGurrasr uaeiirreisr ererntp ^iQ^pmDLD ~m(TK)a,&ni3,(aff> 
GlurrafijjgiLb. Glurfhu Gu^wtreitr assnp/ GurrnnuuCRiGiiGpiLCs “^rrrii&Getsr”. Glurfhu 
(S&rruJIev Granny ^onip**uu($}GiJs i iih ^a/sw^y fgiGuiuGgi&usrT&nu, yfoGvrr* 
emajfjgem i— ii> gtostt)] GurrppuuQw “u$rjiii*Gu}". 

(glggGV)*uj tcgaSemti) Gumiipp &$euuj G g fgl pr g> ($1 p (g u*gi 
S*mci6nfujrTSiu gt urr* uqldlolci oSItgiuiii Q&iiigi, Srf) lay &tTGVti> GuS&gj 
gw** 0 ^em{T airT*esrw (tpgeStu Qgviu Gewemevaetnerr* ««§ *erflg,&i. u*§j 
summgtgw iBgpgy urns^iu « 0 @«srr gopgiLb “ytfrjtiiath urGrap^Grsrw" er&srp 

G)(JttJ0t_«w aS«ir®0®sjrff)6ir. 


_ ^gstctu* Gwtii&gggjeisr ^ LpSiiu rr*gl crrr<*iii*Grr 
305$™ tibpfo UUL.®, Q m * 0 QurUSl^errrr*^ &&g>JpJZ. 

G)*^® Gurrtfl^prrt *«8*®D«ir 


WAswrfP* «** gCTrfrSU 
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(ufG&ca, yP&S . _ -W«i/r/r«dr ^rr*^^ ampGaugiutii ^np*, 
Q^uOlurrQsg, tfjnnrtffe*, ra, u«rii>dr 

ampi pturr* u^mum*. *8«« jr Ltti l i i/r” crcir^ minriarr rrr** 

&fT<£0iffl<tfflUjl6V LJ&><oUrT <oS)<oST ^^(T)(tt&®rr)IT[T. 


^Geurr* mai & emi_ui ^jGgij sr arr^/ j @0u,«G OTfr ® (gevrreti* 
QarT 6 mu l .( S! B 0 iTGO gtgst aeumeo $rr&jg, er^Genn-" CT6 j rrjj u*s^j* ( *en^ 

<FQI6S)*tLiL-M)jU), ^CT)«dF«OT)(a/uyi_@i/i£ ^rrra*Gis)GST3, GaiLSlpmf, “eirrrii*mrTu3’’ 
srssrffj *mjoGurr^l rrrr «<s 


uaeurrem pet t*G* a_tiiu gui£Iu51gu, gesr u*gesf)eir ^ujrr^g uagiemu 
a_sufflnj 0 QeiieffluuQgg eiSles)eiriumsp 6 isr eSIemstnurriLQGumso, 90 r 5 rn_*LbGurrev 
^etnwi5^(^*Sl!D^i gturr*Lj(ifjLhLcuo (gftujrprfiHu “eiSlmrTrTgrT pmAGtrefil” erei rp 

G&i<su*rTri > &,rrrf rjrra;* 


ufrriiioiprrgirT gtii** (gjghsmrr svrrew)m&g)GO ueuesfl s u 0 ld 9 }^*^ 

3tfT[T &>9)l63(n)!i}G&> urreu&gi&ilt — Lcmovr9*LDiT* ^umiue^ 3\*i u urrQffiroirrr 
“rrrreo^@G)6UL—GV (&,g>rr (LprjrrGrr” ereirrr) G&,rrtq_ rrrr**(iT)fgles)uj. erveumfiaen fjairgj 
p~iEi&;r!jrT3ieG)rT girflUFluu g>fb(gj (LpeisTL/ rp^ih GGv*um* rs*rrrs^i «i 5 )®® 3 )^. 
^(L//T «U 0 ii)LDli) (StoU'ttT (&j 6 fflrT gjrfi9l** (LpLpUJITg GU(:f)p?J) -p 9 ): g 1 : rftjlSl pi 

Q&rrismLsp(rf)3i&lrr)rTrr. 


Geu*LCirT * su m&i Q*rr eim tspipjrijg, rjg,LC r§GWjr)] eSKRifft tn&t . srajsi/srra/ 

rjMUjmff) &,g,i ij>. Ggieug>rrGrSl<9i6rr, /rrrg>5;/TsrtS<KsiT ^(fpeipip *$ &,&,! lc rrg, spLltfisar 

urruj^^lesruD Q&iuajiLb rr^uo 90 j§jib lS ^eireii*n.i_ ^es)*iuGiSlevG4)ev. ^us-QrresTjrij 
^r5J&l(2jii>d5 G*ms£leo 2_ggrreiS)eisT Gurflev w**en uijld u*g 

91 « tr ld sssfliu rr Si iu 6j iu rr * prr go erueunrL£l*GS)Gfr ^ em tpgjajj suijg] 

“ 6 S)euGurra;rTfci&; 6 !S) 6 w" [bgst(§ girfl&asTLb Q&iiigii Q*iTGrr<^ijDutp G*il _® 

Q*rr&T&iprT!T3,6fT . 


giujrT&rrrTgg emeurTLElaush s 8 vsuGurr*jtii*GS)m rr,£ir(g> girfl&asni) Qfiiigi, 
LD 6 Wlil*Gsfll^J, 2-GIT (Lp(lf)&l “GlSeiTTIJIT^rT HjlT IDeWSlS)” GTGVT7) GgGV*rTpgjmfl [TIT** 

Srr^^GinGtsTGtnuju urrQ&ronrrr. -3/gj/gi/an/r ^em^iurr^ Gg,fr rrj*rrgj ^iL^iiifgSlirj^i 

^Gs) njmstr ek>GiJTTLB*Gmm G*rr eSleSiptayGa enrj GiiGis)Lp&,gii ftpsva5)«!ra® 
GGWGVtGUGtnujiLiib <*Gm($)*Grf)** ^Gpiu>Sl*Sir)rTif *gtt Qp^^rreo ^iGvrii*rfggi 
QP(LpurrGS)uiLiL—Gisr ftp«u«i5)(»ir«©^^!6jr ^Lpen* ^GvyuGSItbgj 

* 3 fGisriigi&; 8 ilGi) urrQtxlprTrf “6prriii*Grvmi5)” eremp *mbGurrf£i tjTr**(rT,f& 6 s>iu 

QbDrrSi 0 i&i§ilGO Gk>G\jrriR*GtT ^Jeuana/^^/ «0^)«ar (ipGVLh pihmLD 
Gt)GuGurr*rriij*6sFlGisT ^a/iuG^^jTwffiiu “l^Gg^tt* e »GU( S Gmi-ih’’ Greiryj 
GurrippuuQiLO “ufpiii*^^lpG*" ^Gn)Lpg<g)l& Q&einjr)] afl® Sip rrrr. 

urrrT*rr&, uGm^rf^rr, ^pGUirit*™ , jj(riu«mir<r*ff GurraT^ 
Qg>rrGmL-rt&Gtfl 6 isT ldctlSIgu Guri>g> u*^S*rTLDGstfUurrSiu g,iurr*u(jT,LDis:LL 
^urfhJUgjLDrT* Gurrrf) GULpriiSiqGrrGn Q^GurrGwp g)a»<y £jGV*Siu* GWa^ans, 
^frti ^GiTGiflu u(jr,(&)GGiimh. 

- fi&6UUJ(T600fl ffITIDir 
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Sri Shanmukhananda Fine Arts & Sa^aetha Sabha 
Music Competition - 1996-97 
List of Prize Winners 


Title of the Endowment/Memorial 


Prize Winners 


Vocal 

Sri B.V. S. Iyengar Memorial 
(Vocal Croup-1 10-15 Years) 

(Instituted by M/s. Iyengar & Co) 


Smt. Dharmambal Subramanian 
Endowment. (Vocal 10-12 Yrs) Varnam 
(Instituted by Smt. Pasupathy 


1st Prize Aswin K. Moorthy 

II Prize Lavanya Kailas 

III Prize Savita V. 

Consolation Sruthi Subramanian 

1st Prize Aparna Sundaresan 

II Prize Lavanya Kailas 

Vasanti K. 

III Prize Savita V. 


Smt. Vijayalakshmi Nathan I Prize V. Ramaswamy 

Endowment (Instituted by Shri R.S. Nathan II Prize V. Anand 

& (ii) Smt. N. Lakshmi Endowment 
Instituted by Smt. N. lakshmi) 1 

i) Kalki Memorial I Prize Poornima Muralidharan 

(Instituted by Shri T. Sadasivam) 

ii) Narayani Haridasan Memorial II Prize Priya P. Ayyar 

(instituted by H. Shankar) 111 Prize R. Sri Varshini 

for Bharatiyar Songs Consolation Prize Poornima Krishnan 

Karugudi Sankara Iyer Memorial 

flnslituled by Sankar Iyer it Co) Apprn. Kavitha Narayan 

Sri K. Copalachari Memorial 
(Instituted by Shri S. K. Iyengar) 

(Papanasam Sivan Kritis) 

R.V. Murthy Endowment (Purandara Dasa) 1 Prize lnd u Menon 
(Instituted by Shri R. V. Murthy) 11 Prize Sheetal R. 

MI Prize Aparna Kannan 

U. K. Pattammal Endowment * n . 

(Pancharatnas) Apprn. Prizes Aparna k 

(Instituted by Or. V V. Srivatsa) W, * 


Apprn. Kavitha Narayan 


Apprn. Prizes Aparna Kannan 


Veena K. Murthy 
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8. 

Shri T. S. Subramanian Endowment 

(Instituted by T. S. Subramanian) 

Smt. Alamelu Mangal Memorial 

(Instituted by Shri S. K. Iyengar) 

(Swati Tirunal Kritis) 

I 

Apprn. Prize V. Anand 

9. 

Karuganti Sathyavathy Memorial 
(Instituted by Hanumantha Kao) 

Apprn. Prize V. Anand 

10. 

D. K. Pattammal Endowment 

(Instituted by Dr. V.V. Srivatsa 
(Muthiah Bhagavalhar Kritis) 

1 Prize V. Ramaswamy 
II Prize Shilpa Krishnaswamy 

11 

Gayakasikhamani Anantharama Bhag.ivathar 

(Instituted by T. A. Subramanya Iyer for 
Tyagnrnjn, Dikshitar & Swati Tirunal Kritis) 

Apprn. Prize V. Ramaswamyl 

12. 

Maharajapuram Viswanatha Iyer 
Endowment (Alapana) 

Instituted by 

Maharajapuram Viswanatha Iyer Trust) 

Apprn. Prize B. Vidya 

13. 

Navalpakkam Sunder Rajan 
Endowment (for Syama Sastri Kritis) 
(Instituted by Shri N. S. Rajan) 

Apprn. Prize Kavitha Narayan 


Violin 

Group I (10 -15 Years) 


14. 

i). Smt. Lakshmi Animal Memorial 

(Instituted by C. Sundaresan) 

Smt. Mangalam Govindaswatny 
Endowment 

(Instituted by Shri T. S. Krishnawami) 

I Prize L. Ramakrishnan 

II Prize K. Swetha 

III Prize Sudarshan S. 


Mridangam 

Group - 1 (9 - 13 years) 


15. 

Shri Vellore Ramabhadran Endowment 

(instituted by Shri Vellore Ramabhadran) 

I Prize S. Kartick 

II Prize Varun Subramanian 
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Sri Shanmukhananda Fine Arts & 
Sangeetha Sabha (Regd.) 

292, Jayshankar Yagnik Marg, Mumbai 400 022 

Phones: 407 88 88, 409 22 11,409 22 44 

magazine committee 

Ex-Officio Members 


Vice Presidents 
Shri B. G. Deshmukh 
Shri S. Venkatachalam 


President 

Dr. V. Subramanian 


Hon. Treasurer 
Shri J. Srinivasan 


Convenor 
Shri R. R. Rao 


Hon. Secretaries 
Shri S. Seshadri 
Shri V.S. Amarnath Sury 


Smt. Kalyani Sharma 
Shri K. S Krishnan 


Members 


Dr. Sulochana Rajendran 


Editorial Advisory Board 


Dr. Semmangudi R. Srinivasier 
Shri T. S. Parthasarathy 
Shri Lalgudi Jayaraman 
Shri H. K. Ranganath 


Shri T. N. Krishnan 

Shri T. K. Mahalingam Pillai 

Shri K .S. Mahadevan 

Shri Umayalpuram Sivaraman 


Hon. Editor 

Dr. (Smt.) Sulochana Rajendran 




With Best Wishes from 


Ericson & Richards (Gujarat 


Ship & Marine Surveyors, 
Ship Valuers, Fire Loss Assessors 
& 

Tank Calibrators 

187/2, Diwanpara Road 
Bhavnagar 


Cable Add.: "ERICHARD 
Telephone : 0 - 5185 
Res. 5980 


